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CHAPTER 1
Introduction
In the year 1616, Burckhardt GroBmann, a court official at Jena, Germany, and a 
man of wealth and musical inclination, suffered an unspecified, life-threatening calamity. 
Upon his recovery, he vowed to thank God for his good fortune by dedicating to Him a 
collection of settings of Psalm 116. GroBmann’s choice of texts was far from random. 
Psalm 116 is a song of thanksgiving for deliverance from death, and two verses in 
particular, 17 and 18 “I will offer thee the sacrifice of thanksgiving, and will call upon the 
name of the Lord. I will pay my vow unto the Lord in the presence of all his people” had 
unquestionably taken on new meaning for GroBmann.
In order to fulfill his vow, GroBmann contacted 16 composers, mostly friends and 
personal acquaintances, requesting from them a setting of the complete text of Psalm 116. 
The exact details of GroBmann’s charge to his chosen contributors are not known, since 
no letter of commission has survived. What is known is that he tendered the request 
around 16181, and that the collection was ready for publication by 1621, though it was 
delayed for two years by the paper shortage resulting from the beginning of the Thirty 
Years’ War. The commission appears to have been for a setting of Psalm 116, in five 
voices (which must have been specified, since he would have already decided to print 
only 5 part-books in Cantus, Altus, Tenor, Bass, and Quinta, this last being employed as 
a second Cantus part in the majority of the settings).
1 In his Preface, dated “Easter 1623”, GroBmann states that “nearly four years have passed” (Plate 4 of the 
original manuscript, Tenor partbook) since the commission of the settings. However, given that Rogier 
Michael died in January 1619, and must thus have completed his composition by the end of 1618, a 
slightly earlier date seems more likely. GroBmann also comments in his preface that the publication of the 
collection was delayed “at least two years” (Plate 4), indicating that it would have been ready for 
publication by 1621. It seems likely, then, that the majority of the settings must have been completed and 
in GroBmann’s hands by late 1620 or early 1621, therefore making a 1618 commission date more likely.
1
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While it can be safely assumed that GroBmann simply approached his closest 
musical friends with his request, his choices were, in fact, quite significant in a number of 
ways. GroBmann himself had been a choirboy at the Hofkapelle at Dresden, singing under 
Rogier Michael, along with 8 of the future contributors to Angst der Hollen und Friede 
der Seelen (Michael’s sons Tobias, Christian and Daniel, Johann Schein, Johann Groh, 
Abraham Gensreff, and Christoph Demantius). Schein and the Michael children later 
attended University in Leipzig, as did Nicholaus Erich. Erich later moved to the 
University at Jena, where he joined Caspar Trost, who was already studying there. Yet 
another contributor, Melchior Franck, undertook private studies with Demantius. 
Abraham Gensreff was superintendent at the cathedral of Freiberg, where Demantius was 
Kantor. Finally, Schutz became, in 1614, an assistant to Rogier Michael at Dresden, 
where he met Michael Praetorius and became close friends with the older man; the two of 
them would travel extensively together before Praetorius’ death in 1619. Thus it is clear 
that at least 13 of the 16 composers represented in Angst der Hollen knew one another, 
and shared common influences, both in their formative years, and, in some cases, 
throughout their careers.
Furthermore, in his collection GroBmann, perhaps unintentionally, captured a 
cross-section of generations, and, by extension, musical eras, through the ages of his 
chosen contributors. Rogier Michael, Christoph Demantius, Michael Praetorius, all older 
men at the time of the commission, were some of the most influential composers and 
musicians active at the end of the German Renaissance. Conversely, Melchior Franck, 
Johann Hermann Schein, and especially Heinrich Schutz were young composers in the 
beginning stages of their careers, and are more closely identified with the Baroque era.
2
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It is impossible to fully understand the significance of the collection without first 
understanding the historical context of its genesis. The years around 1600 saw the 
beginning of a integration of ideas from the secular music of the late Renaissance into the 
sacred music of the early Baroque. In particular, this era witnessed a change in attitudes 
towards text expression, from word-level, madrigalistic text-painting, to the concept of 
a/fekt, the expression of a single (or several) overarching emotion through musical means. 
Specifically, the 16th century ideal of polyphony - four or more voices of equal 
importance, with each voice moving independently of the rest - begins to break down in 
favor of an increasingly homophonic texture, in which all voices move together, in the 
same or very similar rhythms. The inevitable result was a polarization of the vocal 
texture, the topmost part emerging as the melodic leader, the bottom-most as a driving 
harmonic force. This polarization, in turn, eventually led to the demise of harmony based 
on modal counterpoint in favor of a two-mode system - our modem major and minor, 
based on transposition. At the beginning of the 17th century however, this progression 
was still in a transitional stage. While the chord appears to have been recognized at this 
time as an expressive entity, it had not yet been adopted as an active participant in a 
sequence of harmonies regulated by a tonal center. When added to some of the other 
peculiarities of this shift in aesthetics - the rise of monodic styles, the increasing use of 
explicit devices for the portrayal of textual emotion and passion, and so on - Angst der 
Hollen assumes its position as one of the most significant barometers of changes in the 
history of music at the turn of the 17th century.
Moreover, the close relationships between the contributors and the time of the 
composition and compilation of the works, the short period of time which elapsed 
between the commission and the publication, and the narrow geographical area in which
3
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the contributors lived and worked, all combine to make Angst der Hollen a virtual freeze- 
frame of the state of German sacred composition in the second decade of the 17th 
century. Indeed, the significance of the collection stands virtually unparalleled in the 
history of sacred music.
The exact number of copies of the collection printed in 1623 is not known; 
however, as the anthology appears in 17th century inventories of the holdings of at least 
two churches (in Naumburg and Liineburg), it can safely be assumed that more than one 
copy was printed. Even so, only one complete set of part-books for Angst der Hollen has 
survived, though individual part-books have been located2. The complete edition was 
acquired by the Prussian State Library in Berlin at the turn of the 19th century. It 
disappeared in the turmoil of two world wars, and, after World War II, was thought to be 
lost altogether. It was rediscovered in 1981 at the Biblioteka Jagiellonska at Kracow, 
Poland, having most likely been relocated there during the last days of the war, when the 
Nazis were known to have moved a great deal of Germany’s art and cultural treasures to 
Poland for safekeeping during Allied bombardment of German cities. The collection was, 
therefore, unavailable for study during the majority of the 20th century; this being the 
case, there has been very little work done on the collection. Apart from a dissertation 
which identifies examples of Matthesonian rhetoric in the collection3, the results of the 
little research that has been conducted are contained in the preface to the modem edition, 
edited by Christoph Wolff and Daniel Melamed4, and that research has been limited.
2 Biblioteka Uniwersytecka, Wroclaw (Poland): 1 tenor partbook; Proskeache Musikbibliothek,
Regensburg (Germany): 1 bassus partbook.
3 Lauterwasser, Helmut. Angst der Hollen und Friede der Seelen: die Parallelvertonungen des 116. Psalms 
in Burkhard Grossmanns Sammeldruck von 1623 in ihrem historischen Umfeld. Gottingen: Vandenhoeck 
& Ruprecht, 1999.
4 Wolff, Christoph, and Daniel R. Melamed, Anguish o f Hell and Peace o f Soul: A 1623 Collection o f 16 
Motets on Psalm 116 by Michael Praetorius, Heinrich Schutz, and Others. Cambridge: Harvard 
Publications in Music, 1994.
4
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Wolff and Melamed include only a short chapter on the origins of the collection itself, and 
the only analysis they undertake is a short overview of the motet by Heinrich Schutz. 
Furthermore, many of their assertions are erroneous at best (such as their statement that 
Schutz composed the longest piece in the anthology, which, as we shall see, is patently 
untrue). However, even when one sets these and the myriad other problems with that 
edition aside, it remains clear that there has not yet been a study of the depth warranted 
by a collection of this magnitude. Certainly a closer study of these motets is called for, 
both singly, and as a group. Of the many aspects of the collection as a whole that are 
worthy of further investigation, I propose to undertake in this dissertation the necessary 
first step: a broad-based examination of the basic compositional decisions made by each 
composer, each of whom were working with identical material, under identical conditions. 
This examination will investigate the manners in which composers control structure, 
mode, how they approach the musical expression of the text, and, in a broad sense, the 
elements that make each motet work, or not work as the case may be.
Such an wide-ranging examination cannot, it is true, provide us with a close 
understanding of the minute details of each composer’s approach, but it can allow us a 
valuable glimpse into the workings of the early 17th Century German compositional 
method - a glimpse which, added to existing scholarship, can greatly expand our 
understanding of the ways in which composers of sacred German music of this era chose 
to work.
5
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Table 1-A; Contributor Relationships
Rogier Michael 
(Electoral Court at Dresden)
Unknown 
Andreas Finold 
Johann Krause
University of Leipzig 
Nicholaus Erich — 
Johann Schein —  
Tobias Michael —  
Christian Michael -  
Daniel Michael __
Burckhard GroBmann
— Tobias Michael 
“ Christian Michael
— Daniel Michael
—  Johann Schein 
Johann Groh
Abraham Gensreff— 
Christoph Demantius ■ 
Michael Praetorius 
Heinrich Schutz
Freiburg Cathedral 
-Abraham Gensreff 
Christoph Demantius 
Melchior Franck
University of Jena 
• Nicholaus Erich 
Caspar Trost
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CHAPTER 2
The Individual Motets 
Before we may undertake a comprehensive analysis of the compositional styles 
and techniques contained in Angst der Hollen und Friede der Seelen, it is necessary to 
first consider each of the motets in its own lights, in order to determine not only what 
these works have in common, but also the aspects that make each work distinctive. The 
aim of this chapter is to accomplish that by briefly examining each setting individually.
In order to gain a greater understanding of the extent of the influence of certain of 
the contributors upon others, be it through education, profession, or friendship, the 
motets have been grouped by line of association, rather than in the order in which they 
appear in the anthology. Within this, they are listed in descending age. This allows for 
comparisons to be made of motets by men who studied with the same teachers, are 
related to one another, worked together, or socialized extensively together, and ultimately, 
may provide an indication of how the style of motet composition was poised to evolve.
7
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Rogier Michael (b 1552 Mons or Bergen op Zoom; d  1619 Dresden)
Educated in his childhood at the Vienna Hofkapelle, and later at the Graz Hofkapelle, 
Michael may have traveled to Italy in 1569-1572. While this is unconfirmed, we do know 
that in 1574 he took up duties as a tenor and musician at the Dresden Hofkapelle. He 
assumed the position of Kapellmeister there in 1587, remaining in that position until his 
death. Among his students were his children, Tobias, Christian, Daniel and Samuel 
Michael, as well as Burckhardt GroBmann, Johann Hermann Schein, and Johann Groh. 
From 1613, he was assisted in his duties by Michael Praetorius, and later Heinrich 
Schutz.
Michael divides his motet into two partes, 69 breves and 74 breves in length 
respectively. The first sets verses 1 through 9, the second 10 through 19; both partes use 
all five voice-parts. Michael uses hypo-dorian mode transposed to G, with the 
corresponding Bb key signature in all parts, and D to D octave ranges for the two soprano 
and the tenor parts, and G to G for the alto and bass. The mode is also outlined in the 
first measure through a distinctive melodic 1-3-4-5 motive, which is sung first by the first 
sopranos, which is then echoed by the other voices. The two soprano parts are used 
interchangeably throughout the setting, and consequently, these two voices cross 
frequently. Michael is the only composer to treat these two parts with such total 
equality.
The text is divided into individual psalm verses, which are structurally delineated 
through the use of rests between verses, cadences, slowing rhythms at the ends of verses 
followed by rhythmic contrasts at the start of following verses, and occasionally all of 
these at once; however, these cadences are almost universally interrupted by at least one
8
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voice, creating a seamless quality. There is very little repetition of text within each verse, 
yielding a comparatively short, straightforward setting of the psalm. Michael does not, 
for the most part, alter the natural scansion of the text, though he does very occasionally 
use agogic stress to shift textual emphasis in repetitions of text.
There is a great deal of homophony mixed in with both imitative and free 
polyphony, and the motet is also generally much less rhythmically complex than the rest 
of the motets. There is some minor use of textural contrasts, but this appears to be in 
support of structure, rather than in support of any textual meaning; beyond a series of 
chromatic suspensions at the text “Angst der Hdllen”, and the ‘falling’ figure on the word 
“gleiten”, there are few madrigalisms, nor is there evidence of larger-scale expressive 
writing.
Michael’s seamless approach to his setting is, perhaps, the motets most striking 
quality - that is, his consistency of approach. His primary focus appears to be the 
creation of some kind of structural support for his motet, which he achieves primarily 
through his use of paired voices, as well as in his variation of textures to provide contrast 
between verses, and thus give the listener a sense of organization. Ultimately, however, it 
is his evasion of breaks in the overall texture which lends the setting its characteristic 
seamlessness, providing a sense of wholeness to the work in its entirety.
9
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Tobias Michael (b 1592 Dresden; d  1657 Leipzig)
A pupil of his father, Rogier Michael, Tobias also studied with Andreas Petermann, the 
Preceptor to the choirboys at Dresden. He matriculated at the University of Leipzig in 
1608, then studied theology and philosophy at the University of Wittenberg from 1613 
to 1618. In 1619 he was appointed Kapellmeister of the Neue Kirche at Sondershausen, 
Thuringia, and in 1631 he succeeded Johann Hermann Schein as Kantor at the 
Thomaskirche in Leipzig.
Michael divides the text into six partes; each of these contain three verses, save 
the final pars, which sets five verses. Partes 1, 2, 4 and 6 employ the full, five-voice 
texture; pars 3 uses a reduced three voice texture (Sopranos 1, 2 and Tenor; the two 
soprano voices are in canon at the unison, separated at the space of a breve), and pars 6 
uses 4 voices (Soprano, Alto, Tenor, Bass).
Table 2-A: T. Michael - Text Divisions
Parti Part 2 Part 3 Part 4 Part 5 Part 6
voices SI SI SI SI S SI
S2 S2 S2 S2 - S2
A A - A A A
T T T T T T
B B - B B B
text vs 1-3 vs 4-6 vs 7-9 vs 10-12 vs 13-15 vs 16-19
# of breves 54 47 46 36 35 37 Total: 255
The psalm verses are further delineated by formal cadences and textural shifts. 
The verses are then further divided into short, motivic fragments. The psalm is set in its
10
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entirety, the only deviation being the addition of the word ‘auf to the end of verse 6. 
Tobias does occasionally use agogic stress to emphasize individual words, but for the 
most part he does not alter the natural scansion of the text, even in subsequent 
repetitions.
The primary texture is imitative polyphony, with the text divided into short, 
motivic portions which are passed around between parts, then abandoned without any 
development. As can be seen in Example 2.1, the textual divisions are generally made 
along punctuation lines. The resulting fragments are differentiated by changes in texture, 
as well as by cadences. The ends of the psalm verses are differentiated by the same 
means, there generally being no noticeable cadences within the verses. There is virtually 
no use of strict homophony, with the exception of veiy occasional short passages that set 
no more than one or two words of text. Part 3, which is set for three voices rather than 
the usual five, contains the most virtuosic vocal writing in the entire collection, as well as 
some of its most vivid text painting. The latter is not surprising, given that this movement 
sets Verses 7 through 9, which contain some of the most dramatic imagery within the 
psalm. The movement is set for Sopranos 1 and 2 in canon, and Bass. In addition, while 
there is a some contrast in use of active forces from movement to movement, from full 
five-part to three-part texture, there is very little within the partes themselves.
11
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Example 2.1: Psalm 116mm. 121-126 SI, S2, T Tobias Michael
mei - nen FuBFuBnen.
meiden Tra nen.nen, von
FuB,Traden nen,
4
mei-nen FuB vom Glei ten, vom Gleimei-nen FuB
mei-nen FuB vom Gleimei-nen FuB, mei-nen FuB,FuB,
ten, vom GleiGleiFuB mei - nen FuB,
7ffrdP-L-----------1------ i— i— i
y f ] rT rtr~ i^ = = = g
ten, vom Glei
J IJ IJ*1 1 J f r r r r=l
J Jiigi-- I.::'...
ten.
j i rr r
ten, vom Glei
..................... r ......... r  - j- 4.....= ......—
f ....
ten, vom Glei
.................... .............. - ...... ............ ............ .... l ........ .. ............................M L. -
m  9
ten.
r r r _ ...* ........................................................................ — — — 1
ten, m ei - nen FuB vom Glei - ten, mei - nen FuB vom Glei . . .  ten. Ich will
12
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The full-textured movements contain some expressive devices, including 
chromaticism, the most notable being the long chain of descending suspensions on the text 
Angst der Hollen. Beyond this, and the commonly seen high/low range devices used in 
verse 6 (wenn ich unterliege, so hilft er mir), there is little in the way of affective writing; 
virtually all of the text-painting occurs at the level of figuration of individual words. This, 
coupled with the fragmentation of the text, frequent cadential articulations, and frequent, 
unexpected shifts in rhythmic speed and complexity, create a disjunct setting with little 
structural support for the long text.
The motet is in dorian mode transposed to G, cantus mollis. The mode is 
presented in the first measures, with the alto voice outlining the lower fifth of the octave 
species (G-D), and culminating in a cadence to G. The majority of modal cadences are to 
modally “correct” pitches, the final being the most usual though cadences to the final tend 
to have a raised third (B natural). This fundamental contradiction of the mode points to 
the increasing influence of harmony.
In his setting of Psalm 116, Tobias clearly shows that he is his father’s son, 
utilizing a carefully calculated approach to structure: division of the psalm first in to 
large-scale sections, then further into verses and, within that, into motivic fragments 
which are developed imitatively; through the clear delineation of psalm-verse portions 
through cadences and changes in texture; and through his consistency of use of these 
devices. This approach, in turn, allows Tobias to indulge himself in a manner Rogier does 
not, in the extravagant use of madrigalisms, and textural effects such as polychoral writing 
and antiphonal effects. Tobias’ motet, in fact, proves itself to be one of the most effective 
in the collection, being one of the few (as we shall see) to successfully marry the use of 
stile concertato techniques with a more carefully structured setting.
13
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Christian Michael (b 1593 Dresden; d 1631 Leipzig)
Like his brothers, Christian studied in his childhood at the Electoral Court at Dresden, 
under his father, Rogier Michael. He matriculated in 1609 at the University of Leipzig, 
and his activities over the next two decades are unknown. However, in 1633 he assumed 
the position of organist at the Nicolaikirche in Leipzig, a position he retained until his 
death.
Christian divides his motet into 3 partes, each setting widely varying amounts of 
text (six verses, three verses, and ten verses, respectively), and consequently in overall 
size. The outer partes use the full five voice texture, while the second pars is set for three 
voices, adding to the implicit tripartite structure.
Table 2-B: C. Michael - Text Divisions
Part 1 Part 2 Part 3
voices SI SI SI
S2 S2 S2
A - A
T - T
B B B
text vs 1-6 vs 7-9 vs 10-19
# of breves 63 38 87 Total:
The text is further divided into verse portions, according to punctuation. These smaller 
divisions are articulated by changes in the number of active voice parts, as well as the use 
frequent use of formal cadences. Christian is unwaveringly faithful to the natural scansion 
of the text, and makes no alterations to it either during his initial statements or upon
14
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subsequent repetitions.
The motet is mostly in homophonic texture, which is regulated by frequent 
cadences. Polyphony occurs only very occasionally, and then is restricted to short bursts. 
Beyond these minor changes in texture and occasional shifts from duple to triple 
mensuration, there is no evidence of text-painting, or any other style of expressive 
writing. The only exception to this is Christian’s use of text repetition, which he uses 
effectively to that end. This can be seen in the first pars, where, after a repetition of the 
opening text (Dafi ist mir lieb), Christian does not repeat any portion of text until verse 
four, when he repeats first the opening portion of that verse (Aber ich rief an den Nahmen 
des Herrn) three times, followed by the fragment O Herr repeated four times, followed 
finally by the entire second half of the verse (O Herr, errette meine Seelef), which is 
repeated twice.
The motet is in dorian mode transposed to G, cantus mollis. Mode is established 
in the opening measures by the emphasis of the final, as well as an early cadence to G, 
and is subsequently emphasized through thus frequent cadences which Christian uses to 
regulate the homophony. The majority of these cadences are to the final and to the 
repercussion; cadences to non-modal pitches are not used.
Christian’s approach resembles that of his father and brother in that he remains 
consistent in his approach to the structural delineation of his motet. However, as a result 
of this approach - that is, the frequent interruption of a homophonic texture with formal 
cadences - the setting as a whole is rather disjunct, and difficult to follow. Only its 
relative brevity saves it from collapsing altogether under its own weight.
15
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Daniel Michael (b 1593 Dresden; date of death unknown)
Twin brother of Christian Michael. Studied with his father, Rogier Michael. He 
matriculated with his brother Tobias at the University of Leipzig in 1613; nothing more is 
known about his life. Angst der Hollen contains his only extant work.
The motet is in 4 partes, setting four, five, six, and four verses, respectively. The 
outer movements use the full texture of five voice parts, while the second and third partes 
set four and three voices.
Table 2-C: D. Michael - Text Divisions
text 
# of breves
Part 1 Part 2 Part 3 Part 4
SI S SI SI
S2 - S2 S2
A A - A
T T - T
B B B B
vs 1-4 vs 5-9 vs 10-15 vs 16-19
65 70 41 62 Total: 233
Daniel’s treatment of the text scansion clearly demonstrates his greater concern for 
the emphasis of text meaning, over that for the original cadence of the German prose, a 
concern which characterizes the motet as a whole. He does not hesitate to alter scansion 
through the use of agogic accents, often changing these with every repetition of the text. 
The majority of the setting is in duple mensuration, except for verse 1, the end of verse 3 
(so hilft er mir), and verse 9. The opening of verse 8 is set in falsobordone; the opening is 
verse 2 is also set in falsobordone, though in this case the rhythms are written out.
16
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Perhaps the most interesting textual detail in the motet is the repetition throughout the 
first part of the text from verse 4 “O Herr, errete meine Seele” - “O Lord, deliver my 
soul”, which is the only text sung by the second sopranos in this movement. It is the only 
such juxtaposition in the collection, and is clearly intended to highlight the supplication of 
the speaker:
Das ist mir lieb, daB der Herr meine Stimme und mein Flehen horet,
Darum will ich mein Leben lang ihn anrufen 
(O Herr, errete meine Seele)
Stricke des Todes hatten mich umfangen 
und Angst der Hollen hatten mich troffen 
(O Herr, errete meine Seele)
Ich kam in Jammer und Not.
Aber ich rief an des Namen des Herren 
(O Herr, errete meine Seele)
O Herr, errete meine Seele.
This device also imparts a sense of large-scale organization upon the movement, 
and would be a particularly effective determinant of form if Daniel were to use it 
throughout the motet; however, he abandons the device after the first pars.
Text is divided in to sub-portions of the verses, along the lines of the punctuation, 
which are differentiated by changes in texture, rhythmic complexity, and voicings; there is 
generally no cadential separation of the psalm verses themselves. There is quite a bit of 
text-painting, including madrigalistic figuration, and contrasting low and high ranges, and 
especially significant is his affective use of unexpected sonoric shifts, such as that in verse
17
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8, which is preceded by a D major chord at the end of verse 7. Verse 8 begins with a short 
falsobordone passage on an Eb major chord, creating a remarkably luminous quality on 
the affirmation “For Thou hast delivered my soul from death”. There is also a great deal 
of alternation of active voices within the movements, as well as frequent alternation of 
homophony and non-imitative polyphony; while the setting contains some 
uncomplicated imitation, it is not pervasive.
The setting is in dorian mode transposed to G, with the corresponding signed Bb 
in all parts. Mode is established through an immediate cadence to G in measure 2, 
followed by periodic cadences to the final and reciting tone of the mode. However, 
cadential chords almost universally include the raised third, making cadences to the final G 
major rather than G-dorian; in addition, Daniel does not adhere to any other modal 
boundaries, such as vocal ambitus, or hierarchy of cadential pitches. Homophony is left 
to meander harmonically until there is no option left but to begin again; there is no 
evidence of the frequent modal cadences which regulate homophonic passages in many of 
the other motets.
On the whole, Daniel’s approach is extremely text-focused, to the exclusion of all 
other considerations, including structure or mode. While this creates a motet with a large 
number of small-scale points of interest, it detracts from any sense of structural or modal 
organization, and the motet ultimately does not hold up under close scrutiny.
18
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Johann Groh (b 1575 Dresden; d  1627? Weesenstein?)
Groh received his early education under Rogier Michael at the Hofkapelle of the Elector of 
Saxony. From 1604, he served as organist at the electoral school of St. Afra at MeiBen, 
where he remained until 1621. In that year he became court organist at the Kapell at 
Weesenstein; he is believed to have died there in or around 1627.
Groh divides the psalm text into four separate partes, each of which sets 
approximately equal portions of the total text, though the partes do vary somewhat in 
length, from 54 to 80 breves.
Table 2-D: Groh - Text Divisions
Parti_______Part 2
voices SI SI
S2 S2
A A
T T
B B
text vs 1-4 vs 5-9
# of breves 54 70
Part 3_______ Part 4
51 SI
52 S2
A A
T T
B B
vs 10-14 vs 15-19 
60 80 Total: 264
The text is further segmented within the partes into individual verses, which are 
delineated by the use of cadences, preceded by slowing rhythms in all voices, and often 
followed by correspondingly faster rhythms in the next verse. Groh is not averse to 
altering the natural speech cadence of the text, using agogic accents to highlight individual 
words, and to subtly shift the nuance of the text, particularly upon repetition of a text 
fragment; a good example of this is his treatment of the text Ich sprach in meinem Zagen,
19
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from verse 11, which Groh repeats three times, each time with a different emphasis:
Ich sprach in meinem ZAgen Ich SPRACH in meinem Zagen Ich sprach in MEINEM
r r f f f f r  r r r r r  r r  r r r f r
Groh frequently alternates homophony with imitative polyphony in short bursts, 
using this contrast to support the textual meaning, for instance in verse 11, where he 
moves suddenly from imitative polyphony on the text Ich sprach in meinem Zagen, to 
homophonic declamation on the text Alle Menschen sind Lugner, emphasizing the 
universality implied by the use of the word Alle.
Example 2.2: Psalm 116 mm. 138-141 Johann Groh
j  j  j  n
mei - nem Za - gen, in mei - nem Za gen: A1 - le Mensch-en sind
m
Za gen, ich sprach in mei nem Za gen: A1 - Ie Mensch-en sind
j  j 1 j  j  j .  n f
nem Za - gen, in mei-nem Za gen: A1 - le Mensch-en sind
Za - gen, in mei nem Za gen sind Lug - ner,
m m
Za gen, in mei nem Za gen: A1 - le Mensch-en sind
In addition, part of verse 2 is set in a declamatory style similar to falsobordone, though all 
of the rhythms are indicated {darum will ich mein Lebenlang in anrufen). There is also a 
great deal of alternation of forces, with voice parts dropping out regularly. Groh uses no 
madrigalistic figuration to musically depict individual words, preferring instead to 
highlight them by the above methods.
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The motet is in aeolian mode, untransposed, and makes use of the plagal of the 
mode throughout the motet. Mode is immediately emphasized at the opening of the motet 
by a cadence to the final, followed by frequent cadences to the final and reciting tone in 
the next few lines. It is reinforced through the use of a majority of cadences to the final - 
40 of a total of 83 cadences in the motet - as well as to modally appropriate pitches.
Groh’s approach shows a balance between a Renaissance aesthetic and an 
attraction to more progressive techniques, though there is unquestionably more of the 
former in his motet. This is evidenced by his eschewing of madrigalisms and careful 
manipulation of the mode, as well as in his approach to the text, with a great deal of 
repetition within a texture of imitative polyphony. However, his use of homophony, as 
well as his variation of the active voices, keep the setting from felling entirely into the 
Renaissance aesthetic. As is the case of many of the motets in Angst der Hollen, the key 
characteristic of Groh’s motet is its general consistency of approach.
21
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Johann Herman Schein (61586 Grunhain; d  1630 Leipzig)
As a choirboy at the Hofkapelle of the Elector of Saxony, Schein studied with Rogier 
Michael. From 1603 to 1608, following a brief period of study at the university of 
Leipzig, Schein attended the Schulpforta, an electoral school near Naumberg specializing 
in music and the humanities. In 1608 he returned to the University of Leipzig, and in 
1615 he was appointed Kapellmeister to the Duke of Weimar. After only one year in that 
position, Schein left to become Kantor at the Thomaskirche at Leipzig, a position he 
retained for the rest of his life.
Schein's setting is comprised of one single movement which is 142 breves long. 
Contrast is provided by frequent alternation of the number of active voices - generally, a 
minimum of three voices are active at any given time. The text is set in its entirety, with 
no alterations. Schein uses agogic stresses to emphasize individual words and often 
changes the scansion upon repetition of text in order to highlight different nuances.
errette meine SEELE errette MEINE SEEle errette meine seele
allvoices: f f f  f f  °  f  f f f  f  f  °  f  [ I f  f f f f
The psalm versification is reflected by the presence of formal cadences to mark the end of 
the verse. These are preceded by a slowing of the rhythm and followed by rests in most 
or all voices. In addition, the new verse may contain changes in texture (from polyphony 
to homophony), as well as changes in the number of active voices. Each verse is then 
subdivided into short fragments which become the basis of musical motives. The meter is 
primarily duple, with the exception of the opening, the last part of verse 7 {derm der Herr
22
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tut dir guts), and the final Halleluja. The beginning of verses 6, (Der Herr behutet) and 
verse 14 (Ich will meine gelubde dem Herrn bezahlen vor allem seinem Volk) are set in a 
choral recitative style, similar to falsobordone.
The primary texture is imitative polyphony, the short textual/musical figures used 
for points of imitation, and then abandoned without further development. This 
polyphonic texture alternates with short homophonic sections, and which typically close 
with formal cadences. Homophony naturally emphasizes text more than polyphony; 
examination of the passage set homophonically reveals that they universally deal with the 
psalmist’s manner of thanking the Lord for His blessings, including verses 12,14, 17, and 
19, among others. Here, the placement of homophonic texture is driven by textual 
contrast, becoming the principle determinant of Schein’s formal design.
Schein also manipulates the texture to highlight textual meaning. Examples of this 
manipulation appears in verses 11 and 12; verse 11 (Ich sprach in meinem Zagen: Alle 
Menschen sind Liigner) is first sung by the two soprano voices; subsequent repetitions of 
the text involve other voices, without ever using all voice parts at once. Full texture is 
saved for the homophonic question/affirmation of verse 12 (Wie soil ich dem Herrn 
vergelten alle seine Wohltat, die er mir tut?)
23
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Johann Hermann ScheinExample 2.3: Psalm 116 mm. 67-70
sind LUgener. Wie soil ich dem HermvergelIchspractin mefaemZqgen: AlleMenscbnsind Ltgmer,
sind Lttgener. Wie soli ich demHermvergelIchsprachin menemZqgen: A1 - leMenschensind Lugcner,
W e  soil ich demHermvergelAl-ldVlenschensind LUgener.
A l-le Mensch-en sind Liigener. Wie soli ich demHermvergel
Ictepractinmeiiem Zagen: AllcMensch - - - en sind LUgener. Wie soli ich demHermvergel
He also takes full advantage of what imagery exists in the psalm, setting these 
phrases with madrigalistic word-painting. Some of the individual words that evoke the 
most vivid musical imagery occur in verse 8:
Example 2.4: Psalm 116 mm. 54-57 Johann Hermann Schein
Au gen von den Tra
Au gen von den Tra
Au Tragen von
Au gen von den Tra
den TraAumein von
24
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Finally, the motet contains many examples of “affective” writing, such as the use 
of low vocal registers, coupled with a repeated descending figure to Wenn ich unterliege 
(verse 6).
Schein’s motet is in dorian mode transposed to G, cantus mollis. The mode is 
outlined in the first measures through the use of a distinctive 1-3-4-5 figure in the 
soprano, and it is reinforced throughout the piece by frequent cadences to the final (g) 
and reciting tone (d). Schein’s treatment of the mode, like his approach to text setting, is 
consistent throughout the piece, no deviations being made to facilitate emotional 
expression.
25
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Christoph Demantius (b 1567 Reichenberg [now Liberec]; d  1643 Freiberg)
The details of his early life are not well known, but he is thought to have attended the 
Lateinschule in Reichenberg, and to have taught in Bautzen during the 1590s. He 
matriculated at the University of Wittenberg in 1593, then moved on to Leipzig by 1594, 
where his first collection was published the following year. In 1597 he was appointed 
Kantor at Zittau, where he remained until 1604. In that year he became Kantor at the 
cathedral and municipal school at Freiberg, where he remained until his death.
The setting is in 4 partes, setting between 3 and 6 verses, and lasting from 42 to 
70 breves. All movements use the full five voice texture.
Table 2-E: Demantius - Text Divisions
Part 1 Part 2 Part 3 Part 4
voices SI SI SI SI
S2 S2 S2 S2
A A A A
T T T T
B B B B
text vs 1-3 vs 4-8 vs 10-15 vs 16-19
# of breves 42 70 56 56 T:
Verse 9 is omitted. Beyond this, the text is set in its entirety, without alterations, 
though with many repetitions. It is divided into verses, which are developed 
polyphonically, and separated by formal cadences; however, many of these are 
interrupted, often by a single voice. The text is, for the most part, set syllabically, and 
text scansion is carefully respected throughout the motet, with no alterations made to the
26
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cadence of the German prose.
There is quite a bit of imitation, though it is not pervasive. The predominant 
texture is free polyphony; homophony appears only very occasionally, and then only in 
very short bursts, when it is controlled through the use of frequent formal cadences. 
There is also very little alternation of active forces within the motet; for the most part, all 
voices are used throughout. There are some small-scale madrigalisms in the expected 
places, but there is no further use of other expressive devices in support of the emotional 
aspects of the text; indeed, when compared to that of his colleagues, Demantius’ 
madrigalisms appear to be quite mild.
The setting is in mixolydian mode, untransposed, with low clefs in all parts; the 
mode is established in the opening measures through the outlining of the octave species in 
each voice part; it opens imitatively, without alterations to create “tonal” answers. 
Cadences are prevailingly to the final, followed by the repercussion pitches C and D; non- 
modal cadential pitches are rare. Dissonance is carefully controlled throughout the setting, 
and Demantius is careful to work within the prescribed modal ambitus for each voice part; 
as a result, the Soprano parts sit very high in the range.
The motet derives its structure purely from its division in partes, as well as from 
Demantius’ use of motives to identify text fragments. The latter is key because it 
mitigates the seamlessness created by his habit of interrupting each of his formal 
cadences. Demantius’ setting may not be the most progressive motet to be found in the 
collection, but it nevertheless is one of the most successful, in large part because of his 
careful adherence to his structural procedures.
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Abraham Gensreff (b 1577 Radeburg; d  1637 Freiburg)
Few details are known of his life, but he was a choirboy at the electoral court at Dresden, 
where he studied with Rogier Michael; this may represent the sum total of his musical 
training. He later became a clergyman, and was superintendent at the Cathedral of Freiberg 
when Christoph Demantius arrived there in 1604. Gensreff was also a somewhat 
renowned poet, with several published volumes, and an amateur lutenist. His contribution 
to Angst der Hollen represents his only known surviving musical composition.
The motet is in one single movement, setting only verses 1 through 9, after which 
he ends with a note stating Plura quidem vellem, series vetat alta labora. Plura, quibus 
curae est Musica sola, dabunt. (“I would have liked to do even more, but a great series of 
labors forbids it. Others, for whom music alone is a concern, will give more.”) The motet 
is 89 breves in length. The text is further segmented into smaller syntactical units, which 
are then repeated multiple times, and are separated by cadences. The text set is complete, 
except for the omission of the text “unser Gott ist” in verse 5.
Gensreff s treatment of the text scansion clearly shows a priority of concern for 
the emphasis of textual meaning and nuance rather than for the sanctity of the speech 
cadence of the original German prose; he has no reservations about altering scansion 
through agogic stress and other methods, often rotating through all of the possible accents 
through several repetitions of a text portion.
The motet alternates homophony and polyphony, both free and imitative. 
Homophony is often used for text emphasis, as we see dramatically in example 2.6, which 
also demonstrates the myriad other text-painting techniques Gensreff employs: verse 
three (Stricke des Todes hatten mich umfangen, und Angst der Hollen batten mich troffen;
28
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ich kam in Jammer und Not) is composed entirely of descending suspensions, reaching 
the lowest extreme of the range of each voice part; verse four (A her ich rief an den 
Nahmen des Herrn) opens homophonically, moving to the upper range of each voice part 
(including a leap of a ninth in the Soprano 1 part), and shrinking the note values.
Example 2.5: Psalm 116 mm. 18-32 Abraham Gensreff
Stri eke des________  To - des und A ngst.
Stri eke des________  To - des________  und Angst der Hoi -
O
und
— 0 —  
AngstStri - eke des To - des
Stri eke des_______ To - des - und . Angst
Stri - eke des To - des und A ngst.
—®----5?
der Hoi len hat - ten________ mich trof - fen; ich
I
len . hat - ten mich trof - fen;
O
mich trof
~ "0 "  1 
fen;der Hoi
■S-
len hat - ten ich
T  >  - ' - ' f
lender Hoi hat - ten mich trof - fen; ich_
der Hoi len hat ten mich trof - fen;
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Ex. 2.5 cont.
M  Q .
kam in Jam - mer und Not. A - ber ich rief an den
 2—
in Jamich kam . mer und Not. A - ber ich-rief an den
kam Jam - mer im d N o t A - ber ich rief an des
£
----------O'—
und Not.kam in Jam - mer A - ber ich rief an des
j  r f r r
ich kam in Jam - mer und N o t A - ber ich rief an des
Na - men des Her - ren: O Herr, er - ret - te mei - ne See - le!
f ^  >F ■J r— f - e  i- r
Na - men des Her - ren: O Herr, er - ret - te mei - ne See - le!
s?T r *r
Na - men des Her - ren: O Herr, er - ret - te mei - ne See - le!
Na - men des Her - ren: O Herr, er - ret - te mei - ne See - le!
EJ-if - y r  f
Na - men des Her - ren: O  Herr, er - ret - te mei - ne See - le!
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As is evidenced by the above example, explicit musical illustration of the text is pervasive, 
and Gensreff uses every tool available to him to highlight text meaning. There is figuration 
in the usual places, as well as some more subtle expressive writing, such as the expected 
high versus low registers, and textural changes. He also pushes the parameters of the 
modal framework in order to achieve his goals, using both dissonance and chromaticism, 
such as the expected suspensions on the text “Angst der Hollen”, and unprepared sonoric 
shifts; perhaps the most striking example of this last appears in Verse 1, where the phrase 
“dafi der Herr meine Stimme” ends on a cadence to C, and is immediately followed by a 
Bb chord on the following text “und mein Flehen horet”.
Gensreff also uses mensural changes to highlight text meaning; the motet is 
entirely in duple mensuration, with the exception of verse 5 and the opening of verse 7 
(sei nun wieder zufrieden, meine Seele), which are set in three.
I have thus far avoided any specific discussion of Genreffs approach to structure, 
chiefly because his motet shows no evidence that he gave any consideration to structure, 
or any formal design at all. The examination undertaken above leads one firmly to the 
understanding that his setting, as a result of its focused on the musical illustration of the 
text, is too unpredictable and disjunct to be structurally sound. In the final analysis, the 
motets only saving grace is its brevity, though even that may not be enough to keep the 
setting from ultimately collapsing under its own wait.
The setting is in mixolydian mode transposed to C, with a signed Bb in all parts. 
The mode is established at the outset through the outlining of the modal octave in the 
soprano voice in the first two measures of the piece. This general pattern is then echoed
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at pitch in all voices. Mode is further strengthened by frequent cadences to C and G, 
which also serve to provide some structure to the otherwise disjunct setting.
Cadences are difficult to interpret in this setting; moments which are clearly meant 
to be cadential (including natural ending places in the text combined with a slowing of the 
rhythm and followed by a rest in all voices) are often lacking the Sopranizans, 
Tenorizans, and Bassizans clausulae combinations which define the cadence in the modal 
system; conversely, they do not show signs of being conceived tonally: there are no tonal 
cadential structures, nor are there any of the criteria for tonality as defined by Dahlhaus 
(see Chapter 3). It is possible that Gensreff, lacking formal training in composition, is 
writing cadences that “sound” cadential, but cannot be analyzed as such. Meier states in 
his study of modality that these kinds of cadences are either used rarely, in the service of 
the text, or because of the “ignorance” of the composer; in the case in Gensreff s setting 
of Psalm 116, it seems likely that the latter condition applies. This conclusion is 
supported by our earlier examination of Genreff s approach - or lack thereof - to 
structure, which can easily be interpreted as the natural mistake of an amateur composer 
who is unable or unwilling to consider the larger picture as he sets the text.
Overall, Gensreff represents something of a liability for a survey such as the one 
we are conducting. As he makes clear in his note, he is not a musician by profession, and 
his training is hardly comprehensive; indeed, it seems likely that his contribution was 
solicited as a result of his childhood association with GroBmann, as well as his 
professional association with Christoph Demantius at Freiburg, coupled with an urgent 
need to locate sixteen potential composers for the collection. However, given his lack of
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training, and resulting lack of experience with style, Gensreff s motet is not representative 
of an approach to style so much as a free-for-all approach to a task that he himself may 
not have considered himself competent to complete.
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Melchior Franck (b 1579 Zittau; d  1639 Coburg)
The details of Franck’s early life are not known, but he is believed to have studied music 
with Christoph Demantius in Zittau. From 1600 he was in the choir at St. Anna in 
Augsburg, where he may have studies with Christian Erbach and Hans Leo Hassler, 
among others. Around 1603 he was appointed Kapellmeister to the court of the Duke of 
Saxe-Coburg, a position he held until the end of his life.
The motet is in lydian mode, with the by now traditional signed Bb in all parts. 
The mode is neatly set up at the beginning through the emphasis of the final within the 
melody in the first measures, culminating in a cadence to C in measure 9. It is further 
emphasized throughout the work by the frequent appearance of cadences to F, C, and A. 
Franck does not deviate from the prescribed modal ambitus for each voice part, and 
dissonance is carefully controlled throughout the motet.
Table 2-F: Franck- Text Divisions
Part 4Partl Part 2 Part 3
voices SI SI SI SI
SI - S2 S2
A A - A
T T - T
B B B B
text Vs 1-4 Vs 5-9 Vs 10-13 Vs 14-19
# of breves 60 52 24 54 T: 190
Franck divides the text into 4 separate partes, each one containing approximately 
the same amount of text (4,5, 4 and 6 verses, respectively), but varying greatly in length
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from 24 to 60 breves. The outer two partes use the full, five-voice texture, whereas the 
texture is reduced in the second pars to four voices, and in the third to three voices. Only 
the Soprano 1 and Bass parts are present throughout all four partes.
Beyond this large-scale division, the psalm text is further segmented into its 
verses, which are separated by full formal cadences in most or all voices. Franck 
frequently alters the natural scansion of the text, often using agogic stress to underline a 
specific word or emotional nuance; similarly, he does not hesitate to alter the scansion 
upon repetition of the same text, with the same goals, as we see here in his repeated 
statement of a portion of verse 2:
Franck follows the natural structure of the psalm text itself by observing its punctuation; 
psalm verses are delineated one from the next by cadences, often followed by short rests, 
as well as by contrasts, such as changes in rhythmic complexity and vocal register. 
Homophony, when used at all, appears only in short bursts, intended to emphasize text.
texture homophony, thereby musically stressing the psalmist’s vow to call upon the Lord 
for the rest of his days:
Dafi er sein Ohr zu MIR neiget Dafi er SEIN Ohr zu mir NEIGET
Soprano 1: Soprano 2:
In this excerpt in which Franck moves from polyphony between fewer voices to full-
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Example 2.6: Psalm 116 mm. 19-21 Melchior Franck
| f y " L " 4 ------------------------------------------------------------- 1 1=4=1T  » = F = f
da - ru m win
r ..r." f ..:i
ich mein Le - ben-lang ihn ar -
-------
ru
....
- fen.
^  *
dz
4 L  A  -------------
- rum wi 1 ic i me n Lt. - 1>en-lailg ih
= 4
n ar - m - fen.
dt
=
i - rum wi 1 ic i me
. ....... 9
n Lt
i ......
i - be n-Iailg ihn aii
------
m - - fen.
r » =4
di
=4
i - ru
=4
m wi 1
k
ic
=4
i me
=4
in L<i - be
— | 
n-lai
=4
ig ih
= 4
n ar - n - fen.
It--*------------- - U  ........
da - rum will ich mein Le - ben-Iang ihn an - ru - - fen.
There are also several melodic figures designed to highlight the meaning of 
individual words, such as the descending figure used to set the text meinen Fufi vom 
Gleiten. In verse 3, the word Stricke is given perhaps the most vivid example of word 
painting in the motet - a sixth leap followed by a chromatic ascent. Beyond these few 
examples, there is very little overt text-painting. Rather, text is emphasized through 
repetition, of which there is a great deal. However, the repetition of individual words is 
eschewed in favor of the repetition of larger portions of the psalm verses. On the whole, 
Franck’s setting represents a modest mix of styles, but leans more towards the old- 
fashioned, 16th century style of vocal writing.
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Michael Praetorius (b 1571 Creuzberg; d 1621 Wolfenbiittel)
Praetorius took his early education in Torgau, and matriculated at the University of 
Frankfurt an der Oder in 1582. In 1587 he took up the position of organist at St. Marien 
in Frankfurt. He is thought to have moved to Wolfenbiittel in 1592-3, and in 1595 he 
entered the service of the Duke of Brunswick-Wolfenbiittel. In 1604 he added to that 
position that of court Kapellmeister. During the years between 1604 and 1613 he is 
believed to have traveled extensively, and is known to have stayed on several occasions at 
the home of Landgrave Moritz Hesse-Kassel. In 1613, the new Elector of Saxony sent 
Praetorius to Dresden to act as deputy to Rogier Michael at the Electoral court. Following 
his return, he traveled extensively in the company of Heinrich Schiitz and Samuel Scheidt, 
visiting Madeburg, Leipzig, Nuremberg, and Bayreuth, but ceased traveling after 1619 due 
to ill-health. His setting of Psalm 116 is believed to have been his last composition.
Table 2-G: Praetorius- Text Divisions
Parti_______ Part 2______ Part 3
voices S S S
A A A  
T1 T1 T1
T2 T2 T2
B B B
text vs 1-9 vs 10-14 vs 15-19
# of breves 86 60 90 T: 286
The setting is in three vocal partes, each setting all five voice parts - in this case 
SATTB. All three partes are preceded by an instrumental sinfonia, scored for violin, three 
violas, and violone; there is no thematic relationship between the sinfoniae and the vocal
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portions which follow them; rather, they stand alone.
Praetorius departs from his colleagues in his solution to the problem of providing 
structure to such a long text; he explicitly includes instruments in his motet, placing an 
instrumental sinfonia before each of the three vocal partes, this despite the assumed 
injunction from GroBmann to set the motets only for five vocal parts. These instrumental 
“introductions” to each of the partes stand as structural pillars, imparting a sense of 
tripartite organization and form. Praetorius is also careful to preserve the versification of 
the psalm text - he is careful to delineate each psalm verse from the next through the use 
of cadences, rests, and textural variations; this allows the structure of the psalm itself to 
stand as a determinant of form. The text is set in its entirety, without alterations; 
Praetorius also treats the text carefully, respecting the original scansion, and resisting 
alterations to it even upon repetition.
As he did with many of his works, Praetorius also included with his setting of 
Psalm 116 an Ordinantz, containing instructions for its performance. In this, he lays out 
explicit instructions as to placement of forces and various options of performance forces - 
from 5 to 15 possible vocal and instrumental parts. He also states that the instruments 
can be used or omitted, as can the tutti and solo choirs - if necessary, the entire motet can 
be performed by voices alone. The implication for his composition is that it must 
withstand the removal of any formal determiners created by the use of instruments or by 
contrasting performing forces. This document in and of itself is an extraordinary glimpse 
into the inner workings of the mind of this early 17th century composer.
His setting shifts constantly between homophony and imitative polyphony using 
short motivic text fragments. Text-painting - both madrigalistic and affective - is pervasive
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throughout the setting. Virtually nothing occurs musically that does not directly support 
textual meaning. In addition to large-scale contrasts through the use of voices and 
instruments, Praetorius also uses figures, high/low range contrasts, changes in rhythmic 
speed and complexity, chromaticism, dissonance, and abrupt sonoric shifts to underscore 
the textual message.
Praetorius’ most significant tool in his quest to illustrate and emphasize the text, 
however, is his use of instruments. The instrumental Sinfoniae that precede each 
movement are obvious, but more important for the purposes of emphasis is his use of 
contrasting textures, as he makes the differentiation between instruments alone, voices 
alone, voices and instruments together, and instruments replacing some of the vocal lines 
(a technique which in effect parodies monody), making his motet implicitly polychoral. In 
his Ordinantz, he states that, if possible, the instruments, solo voices, and chorus should 
be placed apart from one another, in order to heighten the antiphonal effect. Praetorius 
makes significant use of this polychoral effect to emphasize, and occasionally, illustrate 
text, as well as to articulate structure. For instance, Praetorius opens verse 4 (O Herr, 
errette meine Seele!) with a tutti (all voices and instruments) changing to voce texture 
(solo voices alone); this change clearly illustrates the isolation of the psalmist as he stands 
alone before God.
From the point of view of structure, Praetorius’ use of instruments is somewhat 
more ambiguous (as it must be, given that Praetorius also states in his Ordinantz that 
instruments may be omitted if they are not available). He calls for instruments in the first 
and third partes, though in slightly differing roles (instruments replace some vocal lines in 
the first pars, and work in alternation with the voices in the third), but he does not use 
them at all in the second pars', this has the ultimate effect of reinforcing the tripartite
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structure implied by the instrumental sinfoniae before each of the vocal partes.
The setting is in aeolian mode; the mode is established at the beginning of the first 
vocal movement through the use of a 1-3-4-5 figure in the soprano part, as well as an 
early cadence to the final. Praetorius’ approach to mode is far from conservative, and 
there is enough emphasis of D in the motet to cause one to question whether it is truly in 
aeolian mode. A look at other factors, such as overall cadential plan, and vocal ambitae, 
both of which are well within the parameters of aeolian mode, puts this question to rest.
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Heinrich Schiitz (b 1585 Kostritz [now Bad Kostritz]; d  1672 Dresden)
Schiitz took his early education at Weissenfels, where he studied with the local Kantor, 
Georg Weber. In 1598 the Landgrave of Hessen-Kassel, Moritz, heard him sing and, 
struck by the beauty of the young boy’s voice, persuaded his parents to allow Heinrich 
to pursue his musical education at the court school at Kassel, where he studied with 
George Otto, the court Kapellmeister. In 1608 he matriculated at the University of 
Marburg, where he intended to study law; soon after, however, Landgrave Moritz 
offered to send him to Italy to study with Giovanni Gabrieli. Schiitz accepted the offer, 
and spent 3 years in Venice. He returned in 1613, and resumed his duties at Moritz’ 
court. In early 1614 he traveled to Dresden to spend two months assisting the ailing 
Rogier Michael; he returned to Dresden later in that same year, in what would become a 
permanent arrangement. He was formally appointed Kapellmeister to the Electoral Court 
at Dresden in 1621.
Table 2-H: Schiitz - Text Divisions
Parti Part 2 Part 3 Part 4 Part 5 Part 6
voices SI SI SI SI SI SI
S2 S2 S2 S2 S2 S2
A A A A A
T T T T T T
B B B B B B
text vs 1-2 vs 3-4 vs 5-6 vs 7-12 vs 13-14 vs 15-19
#of 32 
breves
36 23 43 33 17 T:
The motet is in 6 partes, all of which use the full five voice texture throughout. 
Partes 1,2, 3, 5 each set two verses, but are quite disparate in length, from 23 to 36
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breves. The fourth movement is the longest of all, setting 6 verses over 43 breves. 
Conversely, part 6, despite its relatively large amount of text at 5 verses, is extremely 
spare, only 17 breves long.
Schiitz loosely follows the pattern of thematic division detailed in Chapter 2, 
though he makes more divisions than does that pattern:
Table 2-1: Schiitz - Thematic Division 
Verses 1-2: Praise 
Verses 3-4: Former distress 
Verses 5-6: The Lord’s blessings upon the simple 
Verses 13-14: Personal vows of thanksgiving 
Verses 15-19: Praise and sacrifice of thanksgiving
The text is set entirely in duple mensuration, with the exception of the majority of 
verse 12 (Wie soil ich dem Herren vergelten), which is set as falsobordone. While each 
movement employs all five voice parts, there is a great deal of antiphonal alternation of 
the active voices - in particular, the contrasting of lower versus upper voices - creating a 
strong solo/ripieno effect. There is very little homophony in the setting; rather, Schiitz 
uses imitative polyphony almost exclusively. The text is divided into subsections of the 
psalm verses, each of which consists of a motivic idea which is developed (often through 
imitation), and then abandoned as a new verse portion begins. However, unlike the 
majority of settings, Schiitz frequently brings back sections which have been left behind, 
and occasionally brings back a sequence of multiple text portions which have already been 
heard (Example 2.7) This procedure is unique within the collection. Psalm verses proper 
are separated by cadences in most cases.
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Example 2.7: Psalm 116 mm. 33-39 Heinrich Schtitz
hat- ten mich umfangen, hat-ten  mich fang-um
hatten michum-fang - en, hatten mich um-fangStri ckedes To - des
ckedes ToStri des
des hatten mich, - hat-ten mich umfangen, hat-ten  mich umfangStri ckedes To en,
hatten michum-fang - en,hatten michum-fang - en,
r r  ■ r ij r r  r
hat - ten mich um-fang - en, hat - ten mich um-fang
hat - ten mich urn - fang - en, hat - ten mich
ss
bat - ten mich urn - fang - en. hat - ten mich um -fang
Stri eke des To des hat - ten mich um-fang
Stri eke des To - des
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The motet contains a great deal of text-painting, both madrigalistic effects at the 
level of individual words, and more subtle expressive effects such as high/low range 
contrasts, textural contrasts, chromaticism and dissonance, and unexpected shifts in 
sonorities. His rendering of individual words, while not appearing unexpectedly, is 
somewhat more vivid than that of his colleagues, as we see in the violent descent depicted 
by his figuration on the word Hollen.
Example 2.8: Psalm 116 mm. 46, Soprano Heinrich Schutz
However, there are some much subtler and much more sophisticated expressive effects in 
the motet; for instance in verse 4, the words “errete meine Seele” appear first in the 
uppermost two voices, in an ascending figure repeated several times for emphasis. Then 
the lower voices weigh in, low in their ranges, with long suspensions, also in an ascending 
pattern; finally, all voices join in, juxtaposing both treatments of the same text.
The setting is in dorian mode, and it is set out at the opening by entries on D and 
A, as well as an immediate outline of the modal octave; this procedure is used in all of the 
partes. However, while in parts 1, 2, 4, 5, and 6 the mode is untransposed, the mode in 
part 3 is transposed to G, with a signed Bb in all parts. There does not appear to be an 
explicit textual reason for this transposition; however, even this movement begins with 
the expected D and A entries in all voices, though the cadences are consistent with the 
transposed mode. The only exception to this rule appears at the beginning of Part 5, and 
presents a fine example of the manner in which Schtltz manipulates mode to underscore
lienHo
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text meaning: in the latter part of Part 4, Verse 12 (Wie soil ich dem Herm vergelten alle 
seine Wohltat, die er mir tut?) is set in falsobordone on a D minor chord (immediately 
following a D major chord at the end of verse 11), and the movement concludes with a 
cadence to E. Part 5 (Ich will den heilsamen Kelch nehmen) opens with A and E entries, 
which resolves the E major “question” at the end of Part 4, both textual and musical. 
However, it also outlines the D-D modal octave, and provides an early cadence to D, 
thereby neatly sidestepping the problem of modal insecurity.
45
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
Nicholaus Erich (b 1588 Andisleben; d  1631 Jena)
Few details of Erich’s life are known, but he matriculated at the University of Leipzig, 
and worked as a musician at the court of Weimar from about 1612 to 1614. Following this 
he was appointed to the position of Kantor at the Michaeliskirche in Jena, where he 
remained for the rest of his life.
Erich’s motet, which is in untransposed phrygian mode, is in 3 partes, setting: 6, 
6, and 7 verses respectively. All of the partes are similar in length, between 51 and 60 
breves. The outer movements use all five voices; part 2 reduces the texture to three voices 
(SSB).
Table 2-J: Erich - Text Divisions
Parti Part 2 Part 3
voices SI SI SI
A S2 A
T1 - T1
T2 - T2
B B B
text vs 1-6 vs 7-12 vs 13-19
eves 55 60 51 T:
Erich’s is one of only two settings, along with that of Michael Praetorius, to use 
differing voicing in the full texture: SATTB rather than SSATB, which is the more 
traditional texture in the genre. Like many of his colleagues, Erich shows no aversion to 
altering the scansion of the psalm text in order to emphasize key phrases, or to shift the 
underlying nuance of a particular portion of the text.
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The most prevalent texture is free polyphony, and there is virtually no imitation 
in the setting. Homophony appears only rarely in the first and third movements; it is 
used much more frequently in part 2, which is scored for fewer voices, and also contains 
much more complex writing for the voices than does the rest of the motet. Melismas are 
used only occasionally for the purposes of drawing attention to key words or portions of 
text; this is the only expressive device used in the motet - there is no other text painting.
Erich is the only contributor to make structural use of falsobordone. This he does 
by using it at the beginning of even-numbered verses in the tutti portions of the motet, 
thus creating a symmetrical pattern on either side of a central virtuosic solo portion:
Table 2-K: Erich - Use of Falsobordone 
Verse 1: homophony (in 3)
Verse 2: falsobordone
Verse 3: non-imitative polyphony
Verse 4: falsobordone
Verse 5: non-imitative polyphony
Verse 6: falsobordone
{Verses 7-12: mixed homophony and polyphony, Soprano 1,
Soprano 2, Bass}
Verse 13: homophony
Verse 14: falsobordone
Verse 15: non-imitative polyphony
Verse 16: falsobordone
Verse 17: homophony (in 3)
Verse 18: falsobordone 
Halleluja: non-imitative polyphony
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It is worth noting that, no matter what texture a given verse may use at its opening, every 
verse, without exception, ends in polyphony, allowing Erich to maintain the integrity of 
the modal cadential structure with a modal cadence. His consistent use of falsobordone 
acts as the skeleton which supports what would otherwise be a formless setting.
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Caspar Trost (b 1589 Klein Ballhausen [now Bad Tennstedt]; d  1651 Jena)
Worked as an organist in Oeleshausen and Herbsleben in the early part of the 17th 
century, and from 1617, at the Michaeliskirche in Jena, where Nicolaus Erich was Kantor 
from 1614 until 1631. Trost is thought to have matriculated at the University of Jena in 
1619, and may have taught at the University thereafter.
The motet is in 5 partes; these set between two and eight verses each, and are 
consequently equally varied in length, between 30 and 70 breves. Parts 1, 3, and 5 are set 
for all five voice parts, while parts 2 and 4 reduce the texture to three voices, SSB and 
ATB respectively.
Table 2-L: Trost - Text Divisions
Part 1_______Part 2_______Part 3_______Part 4 Part 5
voicing SI SI SI - SI
S2 S2 S2 - S2
A - A A A
T - T T T
B B B B B
text vs 1-4 vs 5-6 vs 7-9 vs 10-11 vs 12-19
# of breves 60 30 49 37 70 T: 246
There is a great deal of text repetition throughout the setting, and Trost treats the 
text conservatively, remaining carefully faithful to the natural scansion of the text. The 
setting is entirely in duple mensuration, except for the opening of verse 7 (sei nun wieder 
zufrieden), and the Halleluja, which are in triple. The setting is mostly syllabic; melismas 
appear only occasionally for the purpose of calling attention to a word or text portion.
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When they do appear, they are generally extremely long.
There is quite a bit of alternation of active voices within the movements, and only 
rarely do all voice parts sing at once; homophony appears only rarely and in short bursts, 
and the majority of the setting is comprised of free polyphony. There is some 
madrigalistic text-painting in the expected verses, as well as some chromaticism in 
support of the text, as in verse 8, where Trost uses a series of carefully controlled 
dissonances to illustrate the “tears” from which God has delivered the psalmist’s eyes; 
however, there is none in the title portion of the psalm. Overt text expression is not 
pervasive in the setting. Psalm verses are delineated by the use of cadences preceded by 
slowing rhythms, and often followed by rests in most or all voices.
The motet is in dorian mode, transposed to G, cantus mollis. Mode is established 
immediately at the opening as the Soprano 1 and 2 outline the lower 5th of the octave 
species (G to D) in measures 2 and 3, with a cadence to G in measure 2, followed by a full 
texture cadence to G in measure 7. The mode is further established in the following parts 
through emphasis of the final (G), early cadences to the final, and outlines of both the 
authentic and plagal octaves of the mode in various voices. There are few cadences to non- 
modal pitches, and the Picardy Third appears occasionally at the ends of psalm verses, 
contributing to the sense of ending, and highlighting the psalm versification. Overall, there 
is nothing in the motet which strains to parameters of the modal framework.
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Michael Altenburg (b 1584 Alach; d  1640 Erfurt)
The details of Altenburg’s early life are unknown. He obtained a Bachelor’s degree in 
1601, followed by a Master’s degree in 1603, from the University of Erfurt, and taught 
there from 1600. From 1601 to 1609 he also served as Kantor at St. Andreas. He became 
a pastor in 1609, and over the next 28 years he moved around a great deal, working in 
Marbach, Trochtelbom, and Sommerda, among others, until he finally returned to Erfurt 
in 1637, following the deaths of his wife and children due to the plague. There he served 
as minister at St. Andreas until his death.
Table 2-M; Altenburg - Text Divisions
Parti Part 2 Part 3 Part 4 Part5 Part 6 Part 7
voices SI SI SI - SI SI SI
S2 S2 S2 - S2 S2 S2
A A A A A A A
T T - T T - T
B B - B B - B
text vs 1-3 vs 4-6 vs 7-9 vs 10-11 vs 12-14 vs 15 vs 16-19
# of breves 42 25 59 19 27 19 75
T: 266
Altenburg divides the text into seven separate partes, more than any of the other motets; 
at 266 breves in length, it is also one of the longest. These set anywhere from one to four, 
and vary equally in length. Four of these use all five voice parts, while partes 3, 5, and 6 
are each written for three voices. Most significant is the sixth pars, which sets a single 
verse, verse 15 (Der Tod seiner Heiligen ist wert gehalten vor dem Herrn). This verse 
may have held particular significance for Altenburg, whose personal history included a
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great deal of loss, as it implies that God does not allow His servants to suffer or die 
lightly. Within this large scale division, he divides the pars into individual psalm verses 
through the use of of cadences, which are often coupled with slowing rhythms, and less 
frequently with a pause in all voices. There is no further division of the text into motivic 
fragments; rather each verse is wholly through-composed.
The most prominent texture is free polyphony, with only occasional imitation. 
While there are portions of the motet which are entirely in a homophonic texture, within 
the polyphonic sections homophony is used sparingly in short bursts. There is little 
evidence of either madrigalistic text-painting or affect in the setting, though he does use 
some modest figures on some of the more obvious places, such as wandeln and Gleiten. 
Nor is there any alternation or contrast of the performing forces throughout the setting; 
only very rarely do voices drop out of the texture for even an entire measure. Perhaps the 
only notable feature of Altenburg’s motet is the frequent use of often extremely long 
melismas, which are much longer and more prevalent than in any other setting in the 
collection, and frequently appear to be used almost arbitrarily, rather than to highlight 
specific words; for instance, in verse 5, in the text portion und unser Gott ist barmherzig, 
he uses a melisma on the word ist.
The motet is in untransposed hypo-aeolian mode, and opens with an outline of 
the modal octave (e to e) in the traditionally dominant Soprano 1, Soprano 2, and Tenor 
voices; this is followed by frequent cadences to the final. Altenburg’s treatment of the 
mode is generally more conservative than that of his colleagues in the collection; his 
cadences are, with only very rare exceptions, constructed with the old-fashioned 7-6 
suspension structure, and are almost exclusively to the final, and to the two associated
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repercussion pitches of C and E. Cadences to the final are universally modal, with no 
raised third, with the exception of those at the ends ofpartes, which generally include the 
Picardy Third, as was traditional. Cadences to D and G do appear, but are much less 
prevalent.
Despite being one of the youngest composers to contribute to Angst der Hollen, 
Altenburg does not show any of the adventurousness of his colleagues. From every point 
of view - mode, text setting, structure - his motet is unquestionably one of the most 
conservative of the collection, eschewing even the expressive qualities of the older 
Renaissance technique.
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Johann Krause (life dates unknown)
Court organist and instrumentalist in Sondershausen, little is known of his life or career. 
Angst der Hollen contains his only extant composition.
Krause sets the psalm text in three partes, each of which uses successively more 
voices: SAB, SATB, and finally, SSATB. This creates a “ramping up” effect, culminating 
in a five-voice textural climax, which to the listener sounds indicative of an articulation of 
structure. The partes contain a disparate number of psalm verses (5, 6, and 8), but despite 
this are nearly identical in length (51, 50, and 52 breves).
Table 2-N: Krause - Text Divisions
Parti Part 2 Part 3
voices SI SI SI
- - S2
A A A
- T T
B B B
text vs 1-6 vs 7-11 vs 12-19
# of breves 51 50 52 T: 153
Each movement contains progressively less text repetition, and successively more 
homophony; the first two movements, predictably, are composed of more complex and 
virtuosic vocal writing. There is very little pure homophony in the setting, though it is 
occasionally avoided only by the offsetting of a single voice part. Polyphony is mostly 
imitative, though free polyphony does appear occasionally. Homophony is used to create 
text emphasis through contrast, and is restricted to short bursts, followed by frequent
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cadences.
The text is divided into subsections of the psalm verses, which are separated one 
from the next through changes in rhythmic complexity and texture. Smaller portions of 
text are then set motivically and developed imitatively throughout the texture. Krause is 
unusual in that he uses almost no expressive figures to underscore the text; the only 
possible exception to this rule is in verse 8, on the text “Fufi vom gleiten”, which is set in 
shortened note-values, and is remarkable only for its unexpectedness; it does not 
represent a dramatic example of text painting, however.
Example 2.9: Psalm 116 mm. 76-78 S, A, T, B Johann Krause
......1
nen, mei
4  *----  o-------m
n« n Fu 3 voin  Glei - ten
1 — I .........  f  1
von den Tra - nen, mei -
k
m
= i
in Fu
------------0
3 vo
■ ...si- ' -
n  Glei - f 
0
1
mei - nen F ilB vom
• ■ • • : ' j
Glei - ten,
He----^----------------------------------------
mei  - - - nen FuB vom Glei . . .  - ten,
The setting is in aeolian mode. Mode is set out at the opening through imitative 
entries on A and E, followed rapidly by a cadence to the final. Psalm verses are separated 
by formal cadences, mostly to A, though occasionally to E or C, and Krause is careful to 
work within the correct modal ambitus for each voice part. The setting overall is very 
consistent; the regularity of cadences, coupled with the generally subtle text setting 
methods, allow the inherent structure of the psalm to shine through, providing a strong 
sense of structure and organization.
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Andreas Finold (b Neuhausen; life dates unknown)
Lived and worked at Heldringen as an organist and schoolmaster from around 1616. Psalm 
116 is his only known surviving composition.
The motet is in 2 partes, each using full texture. They are approximately equal in 
length and number of verses:
Table 2-0: Finold - Text Divisions
text 
# of breves
Parti Part 2
SI SI
S2 S2
A A
T T
B B
vs 1-9 vs 10-19
107 101 T
The text scansion is treated quite loosely, and Finold frequently changes the 
scansion multiple times with subsequent text repetitions, of which there are many. Text is 
divided into sub-portions of the psalm verses, along the lines of punctuation. These 
sections are differentiated through changes in rhythm, voicing, texture, and, frequently, 
through rests in all voices, sometimes coupled with cadences of varying strengths. Psalm 
verses are separated by formal cadences, again often followed by rests in all voices. There 
is very little alternation of the active voices within the partes.
There is some text-painting in the motet, in the expected places, though it is not 
pervasive. There is also some mild affective writing, such as the predictable range shift at
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verse 6; beyond this, there is no evidence of the Italian style.
Finold alternates homophony and both imitative and free polyphony; imitation 
generally consists of a motive making its way a single time through all of the voice parts, 
then being abandoned to move on to the next; furthermore, text is often repeated with a 
new motive used in this manner; this procedure is exclusive to the motets of Finold and 
Schutz. Also unlike his fellow contributors, he uses homophony in long sections; these 
are controlled through the use of frequent cadences to provide structure. Polyphony is 
mostly used for text emphasis, and is reserved for those portions of the psalm which 
contain the strongest imagery (such as verses 1, 2, etc.), a procedure that reverses that 
used by most of his colleagues.
The motet is in dorian mode, and opens imitatively with the Soprano and 
Tenor voices outlining D-A-D in their opening figure - the Alto and Bass parts outline A- 
D-A, the plagal of the mode. These are followed by several weak cadences to to D, 
followed by a formal cadence to A at the end of the verse. There are an equal number of 
cadences to D, A, and F, and few to non-modal pitches.
Finold’s motet is not by any means completely incohesive. However, he fails to 
apply any single approach to structure consistently throughout the setting. This lack of 
consistent control of form, while again not fatal, nevertheless detracts from the overall 
cohesiveness of the motet as a whole.
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CHAPTER 3
Commonalities Between The Motets
Having completed our examination of each of the individual compositions in its 
own lights, our next task must be to look at each motet’s characteristics within the 
context of the collection as a whole. It is hoped that we may, from this survey, begin to 
develop a clearer sense of not only of the general state of composition in Germany at this 
time in general, but also of early 17th century psalm settings in general. The value of the 
individual motets notwithstanding, the whole is indeed greater than the sum of its parts 
and now that we have a greater understanding of the peculiarities of each motet, we must 
first understand the collection’s commonalities; that is, not how each piece is remarkable, 
but to what extent it is typical. Such an overview will allow us to draw a line through the 
common points in the areas of text, use of texture, mode, and articulation of structure. 
The eventual result will be a hypothetical “definition” of the “rules” regarding the 
composition of complete psalm settings at that time.
Text
Psalm 116 is a classical song of thanksgiving, specifically for deliverance from 
illness or injury, and, according to Carroll Stuhlmueller1, was used to accompany ritual 
actions in the Temple of Jerusalem. It is also an anthological psalm, quoting not only from 
several other psalms (such as psalms 18 and 56), but also from other Biblical books 
(including Exodus and Jonah).
Both the Greek Septuagint and Latin Vulgate bibles divide this psalm into two 
separate psalms, with verses 1 through 9 as Psalm 114 and verses 10 through 19 as Psalm
1 Stuhlmueller, Carroll. Psalms 2 Vol. 22 of Old Testament Message: A Biblical and Theological 
Commentary. Stuhlmueller, Carroll, and Martin McNamara, eds. 23 vols. Wilmington, DE: Michael 
Glazier, Inc.,1980-1984.
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115.2 However, the text can also be read as falling loosely into the following four 
categories3:
Verses 1-2: profession of faith
Verses 3-4: former distress
Verses 5-11: chant of praise and confidence
Verses 12-19 : sacrifice of thanksgiving
As we noted earlier, Psalm 116 boasts several qualities that must have appealed to 
GroBmann, apart from the obvious numerological associations: it contained not only 
several verses of thanksgiving - including a verse referring to the “singing” of the praises 
of God before all his people (which GroBmann likely intended to enact through the 
publication of this collection), but also states that God equates suffering with saintliness, 
a thought that GroBmann may have particularly appreciated following his brush with 
death.
However, Psalm 116 had an importance in Lutheran thinking beyond that lent to it 
by GroBmann. In particular, it was a favorite of Martin Luther’s, and he commented upon 
it extensively in no less than three of his exegetical writings4, in various more general 
writings, and in several sermons, most particularly on verse 11: Ich Sprach in meinem 
Zagen: Alle Menschen sind Lugner (I said in my excess: All men are liars). Luther 
interpreted the word liar as referring not to the telling of untruths, but to the state of man 
verses God: God alone is truth, therefore, men cannot be true, but must be false, or liars. 
He also interpreted “excess” as referring to a state to which we are tempted by the devil;
2 This numbering is a result of the combining in these bibles of psalms 9 and 10 into a single psalm, as 
well as the two immediately preceding our Psalm 116.
3 ibid p. 143.
4 Dictata super Psalterium, 1523-16; Operationes in Psalmos, 1527; Summarien iiber die Psalmen und 
Ursachen des Dolmetschens, 1531-33.
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we are tricked into denying our own Godliness. However, man, says Luther, can achieve 
truth, or Godliness, through grace, or the knowledge of Christ. It is therefore possible that 
GroBmann saw his pre-near-death days as “excess”, and felt that he achieved grace - the 
knowledge of Christ - through his suffering.
It seems unlikely that the contributors to Angst der Hollen would have been 
unaware of Psalm 116’s prominent role in Lutheran theology. Despite this, however, and 
despite the relative popularity of the book of Psalms as a textual source for the 
Spruchmotette’, there are surprisingly few settings of the 116th Psalm. In his extremely 
comprehensive study of the textual sources of the Spruchmotette, Craig Westendorf lists 
literally hundreds of Psalm settings, including 31 settings of Psalm 128, and 29 settings of 
Psalm 117, to name only the two most popular. In contrast to this bounty, Westendorf 
lists only three settings of Psalm 116, by Heinrich Grimm, Johannes Reusch, and a 
second 1623 setting by Johann Schein. None of these sets the entire psalm text; Grimm 
sets verses 1 to 7, and Reusch 1 to 9, while Schein sets only verses 16 and 17. This trend 
towards partial settings is typical of the genre; selected verses, or Kemspriiche, are 
excerpted from the larger psalm, often in order to fulfill a specific liturgical function. 
While the motets of Angst der Hollen do not, strictly speaking, qualify as Spruchmotetten, 
this genre is nevertheless a model for its composers, who would likely have used it as a 
starting point for the formidable task of setting such a long text.
Several potential reasons for the relative scarcity of settings of Psalm 116 emerge 
upon even a cursory examination of the Psalm text. At 19 verses, Psalm 116 is quite long. 
The text is thematically disjunct, containing frequent shifts in perspective and subject; the
5 Westendorf, Craig J. The Textual and Musical Repertoire o f the Spruchmotette Diss., University of 
Illinois at Urbana-Champaign, 1987.
60
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
narrative often jumps from addressing God to addressing the reader, to addressing the 
psalmist’s own soul, and back again. It is possible that its anthological origins may 
explain Psalm 116’s inchoate structure, as may its original purpose of accompanying 
ritual - the ritual may have added structure and purpose where the psalm text itself lacks 
these. In any case, as a result of the frequency and unpredictability of these changes, the 
psalm has few obvious areas of thematic division, and it provides no syntactical climax, 
leaving the composer with few options beyond the purely arbitrary division of the psalm 
verses into individual movements.6 Nor does the text contain any obvious repetitive 
phrases which might be exploited to create musical form. The narrative is also 
inconsistent in its emotional character, moving quickly from anger to gratitude to joy to 
self-condemnation to awe, all without any warning or pattern, again giving the composer 
little opportunity for the development of an overarching emotional theme. In essence, the 
text provides no inherent structure beyond that of its own versification, which often 
appears random in and of itself.
Finally, the text contains very little imagery for the composer to work with in 
terms of crafting a pictorial representation of the text. The most obvious (and popular) 
text-painting portions are underlined in the text below; a deeper discussion of the text- 
painting devices contained in the collection appears later in this chapter.
Psalm 116
1. Das ist mir lieb, daft der Herr meine Stimme und mein Flehen horet.
2. Daft er sein Ohre zu mir neiget; darum will ich mein Lebenlang ihn anrufen.
3. Stricke des Todes hatten mich umfangen, und Angst der Hollen hatten mich troffen; ich 
kam in Jammer und Not.
6 As noted earlier, there are some exceptions to this. The single most obvious point o f thematic division is 
between verses 9 and 10, a division discussed in depth later. However, the psalm can also be read as 
having four loose areas of thematic division: Verses 1-2; Verses 3-4; Verses 5-11; Verses 12-19.
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4. Aber ich rief an den Namen des Herm: O Herr, errette meine Seele!
5. Der Herr ist gnadig und gerecht, und unser Gott ist barmherzig.
6. Der Herr behutet die Einfaltigen; wenn ich unterliege. so hilft er mir.
7. Sei nun wieder zufrieden, meine Seele; denn der Herr tut dir Guts.
8. Denn du hast meine Seele aus dem Tod gerissen, mein Augen von den Tranen. m 
Fufi vom Gleiten.
9. Ich will wandeln vor dem Herm im Lande der Lebendigen.
10. Ich glaube, darum rede ich; ich werde aber sehr geplagt.
11. Ich sprach in meinem Zagen: Alle Menschen sind Liigner.
12. Wie soil ich dem Herm vergelten alle seine Wohltat, die er mir tut?
13. Ich will den heilsamen Kelch nehmen, und des Herm Namen predigen.
14. Ich will meine Geliibde dem Herm bezahlen vor allem seinem Volk.
15. Der Tod seiner Heiligen ist wert gehalten vor dem Herm.
16. O Herr, ich bin dein Knecht, deiner Magd sohn; du hast meine Bande zerissen.
17. Dir will ich dank opfem, und des Herm Namen predigen.
18. Ich will meine Gelubde dem dem Herm bezahlen vor allem seinem Volk.
19. In den Hofen am Hause des Herm, in dir, Jerusalem. Halleluja.
1. It is lovely to me that the Lord has heard my voice and my supplications.
2. That He inclines His ear to me; therefore I will call upon Him for my entire life.
3. The ropes of death had encompassed me, and the anguish of hell overtaken me; I 
upon trouble and sorrow.
4. But I called upon the name of the Lord: O Lord, deliver my soul!
5. The Lord is merciful and just, and our God is compassionate.
6. The Lord protects the simple; when I was brought low, he helped me.
7. Return to your peace, my soul; the Lord has been good to you.
8. You have delivered my soul from death, my eyes from tears, my foot from falling.
9 .1 will follow the Lord in the land of the living.
10.1 believed, therefore I spoke; I was greatly afflicted.
11.1 said in my excess: aU men are liars.
12. How will I repay the Lord for all His blessings towards me?
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13.1 will take the cup of salvation, and preach the name of the Lord.
14.1 will pay my vows to the Lord in the presence of all his people.
15. The death of his saints is precious to the Lord.
16. O Lord, I am your servant, the son of your maidservant; you have loosed my bonds.
17.1 will offer thanks, and preach the name of the Lord.
18.1 will pay my vows to the Lord in the presence of all his people.
19. In the courts of the house of the Lord, in the midst of Jerusalem. Halleluja.
(Translation: Margot Rejskind)
As noted above, the most common textual division occurs at the juncture between 
verses 9 and 10; no less than ten of the composers make a division between these verses.7 
A clue as to the reason for this choice lies in the contents of the two portions of the 
psalm. Verses 1 through 9 (for the most part) describe the graces that God has bestowed 
upon the speaker, in this case GroBmann; verses 10 through 19 detail the manner in which 
the speaker intends to venerate God for these mercies. This most basic division, therefore, 
can serve to underline the change in the text’s general thematic content; this tendency is 
acknowledged in the Greek Septuagint and Latin Vulgate bibles, both of which divide this 
psalm into two separate psalms along these lines. With the exceptions of Schein, who sets 
the entire psalm in a single movement, Demantius, who does not set verse 9 at all, and 
Erich, Schiitz, and Krause, all of whom make their divisions at various surrounding verses, 
all of the remaining 11 settings separate verse 9 from the following verses.
Beyond this most frequent point of division, there are some other places utilized 
by the composers to create multiple divisions of the text. The following table details the 
various approaches to sectionalizing the text:
7 R. Michael, Finold, C. Michael, Praetorius, Franck, D. Michael, Groh, Trost, T. Michael, and 
Altenburg. Demantius does not set verse 9, but makes a break between verses 8 and 10; Gensreff ends his 
setting after verse 9.
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Table 3-A: Division of Text Into Partes
1 Pars:
Johann Schein; Abraham Gensreff (sets verses 1 through 9 only)
2 Partesx
Rogier Michael: 1-9 /10-19
Andreas Finold: 1-9 /10-19
3 Partes:
Christian Michael:
Johann Krause:
Nicholaus Erich:
Michael Praetorius:
4 Partes:
Melchior Franck: 1-4 / 5-9 /10-13 /14-19
Daniel Michael: 1-4 / 5-9 /10-15116-19
Johann Groh: 1-4 / 5-9 /10-14 /15-19
Christoph Demantius: 1-3 / 4-8 /10-15 / 16-19
5 Partes:
Caspar Trost: 1-4 / 5-6 / 7-9 /10-11 /12-19
6 Partes:
Tobias Michael: 1-3 / 4-6 / 7-9 /10-12 /13-15 /16-19
Heinrich Schiitz: 1-2 / 3-4 / 5-6 / 7-12 /13-14 /15-19
1 Partes:
Michael Altenburg: 1-3 / 4-6 / 7-9 /10-11 /12-14 /15 /16-19
1-6/7-9/10-19
1-6/7-11/12-19
1-6/7-12/13-19
1-9/10-14/15-19
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This table reveals that, while there are some common areas of division, these are not 
common enough to be statistically conclusive; beyond the division between verses 9 and 
10, the next most common division is between verses 6 and 7, and this occurs in only six 
of the motets. This statistic would tend to suggest that the divisions are, for the most 
part, made arbitrarily, rather than for textual reasons. The table also reveals a wide variety 
of lengths for the partes within individual motets, as well considerable variation from one 
setting to another. Finally, it is clear that only Schiitz’s setting even loosely seems to 
follow the thematic division of the psalm discussed above.
Most of the motets take some liberties with the natural scansion of the German 
prose, using agogic accents to emphasize individual words and change the nuance of the 
textual meaning. A particularly common procedure is to follow the natural scansion of the 
text for the initial statement of a portion of text, followed by a change in agogic stress in 
subsequent repetitions of the same portion of the text, an approach we can see in the 
following example from the motet by Johann Groh:
wenn ich unterLIEge wenn ich UNTERliege
All voices: f f f f f f  U f f ( (
In most cases, this results in a subtle, but effective shift in emphasis. A similar example 
from Genreffs setting is more explicit, placing a new emphasis on each repetition of the 
text until each possible permutation has been explored:
DAfi ist mir lieb dafi ist mir lieb dafi IST mir lie dafi ist mir LIEB
Soprano 2: f  f  f f  f  f  f  f  f  f t  f f (  f f
Though few of the contributors go to quite this extreme, the shifting of word stress to
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underscore textual meaning is present in all but four of the settings - those of Praetorius, 
Schutz, Christian Michael, and Altenburg. Praetorius and Schutz in particular are careful 
to retain the natural scansion of the psalm text in both cases with no changes upon 
subsequent repetitions, whereas Michael and Altenburg do occasionally alter the natural 
scansion in order to nuance their areas of emphasis, but retain the same emphases upon 
repetition of text.
The majority of the composers set the psalm text syllabically throughout their 
motets, using melismas only to express the text, or to call particular attention to specific 
words. Two exceptions to this rule are Michael Altenburg and, to a lesser extent, 
Melchior Franck. While Franck uses melismas mainly to emphasize text, he does so 
significantly more frequently than do his colleagues. Conversely, Altenburg makes 
frequent use of long melismatic phrases without any apparent textual motivation; given 
that, as a whole, his motet exhibits a style more rooted in the Renaissance aesthetic, with 
no textural contrasts and little word level, madrigalistic text painting, this presence of 
melisma used for its own sake is not surprising.
Example 3.1: Psalm 116 mm. 25-29 Michael Altenburg
m i m .........j m
Stri
eke des
While the individual motets in Angst der Hollen vary in the degree to which they 
use madrigalism, there are some textual passages which elicit some sort of expressive
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figuration from virtually all of the composers. The most universal of these passages is 
verse 3; given that this verse contains the most vivid imagery of the entire psalm, with its 
references to the ropes of death and the anguish of hell (as well as being the passage from 
which the title of the collection is drawn), this statistic is hardly coincidental. Nearly all 
of the composers pay special attention to this text; indeed, many set it using the same 
device, employing chains of suspensions, often in conjunction with the use of low 
registers. There is a range of specific madrigalisms associated with the word Hollen itself; 
these depict the descent into hell, as the following example from the setting by Johann 
Groh shows.
Example 3.2: Psalm 116 mm. 32-33 SI, S2 Johann Groh
— i------ r — j 1" ■ ■ h j .* f
und Ai
L ? 4  1
igst
•* r
der He 
.... - - = * = = =
>1 -
T  ^ ■ ' - ' - ■ ' F - ' - f
len h.at - ten
'..... " * T  • ^
Angst, der_ Hoi - len hat - ten mich
Michael Praetorius also uses a descending figure coupled with low ranges for this text:
Example 3.3: Psalm 116 mm. 44-47 S, A, T l, T2, B Michael Praetorius
—o~ 
Ho - lien
* *  " #*■
fen;hat ten mich trof
j  o J. J y  _[ J....
...hat - ten mich trqf
M
fen;
Angst der Hoi  -_____ -_____  len  hat - ten mich trof fen;
und Angst der Hoi len hat - ten mich trof fen
w
Angst der Hoi len hat - ten mich trof - fen;
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Most dramatic of all is the dramatic descending figure on the word Hollen itself, 
employed by Schutz:
Example 3.4: Psalm 116 m. 46 Soprano 1 Heinrich Schfltz
m
H o
The other verse containing overtly pictorial imageiy is verse 8, which presents 
three direct objects, all of which have great potential as points of madrigalism, potential 
few of the composers fail to exploit: “You have delivered my soul from death, my eyes 
from tears, my foot from falling.” Tobias Michael depicts “my eyes from tears” with a 
syncopated, ‘sobbing’ rhythm:
Example 3.5: Psalm 116 mm. 119-120 Soprano Tobias Michael
v o n  d e n  T ra
For “my feet from falling” he uses a figure that invokes that most well-worn of comic 
devices: a pratfall caused by slipping on a banana peel:
Example 3.6: Psalm 116 mm. 123-124 Soprano Tobias Michael
F u B . m ei - n en  FuB _ m e i - n e n  FuB
Another approach to text painting involves using register changes to underscore 
textual meaning. The text wenn ich unterliege, so hilfi er mir, at the end of verse 6,
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naturally suggests such a device. Each of the following examples involves the same the 
rhetorical conceit - the juxtaposition of subjugation and freedom. “Unter” suggests the use 
of low registers, deliverance coming in the form of a dramatic shift of range upwards (i.e. 
out of hell). The use of high ranges for so hilft er mir (“he helped me”) only makes sense 
if opposed to the literal depth suggested by unterliege.
Example 3.7:Psalm 116 mm. 72-77 Johann Groh
w e n n  ic h  u n  - te r  - lie  -  g e , w e n n  ic h  u n  - t e r  - lie  - g e , w e n n  ich  u n  -  t e r  - lie
m
g e  so
m m~0 w 0-------------- 1-^ ----------SJ---- •--
un  - t e r  -  lie  - ge , w e n n  ic h  u n  -  te r  - l ie  -  -  g e , w e n n  ic h  u n  - t e r  -  lie  -  g e
 - i - i  1  3 3  J " U  *'j
u n  - te r  -  lie  - ge , w e n n  ic h  u n  -  te r  -  n e  - - ge , w e n n  ich  ffim -  t e r  - Ire  - g e  so
4
w en n  ich  un  - te r  - l ie  - ge , w e n n  ic h  u n  - te r  - lie  - g e , un  - te r  - l ie g e  so
m mTT~
te r  - lie g e , u n  - t e r  -  lie g e  so
m
h i l f t   e r  m ir, s o  h ilf t  e r  m ir, so  h i lf t  e r  m ir, s o  h ilf t  e r  m ir, so  h ilf t  e r  m ir.
H f  r~ - R
h ilf t  e r  m ir, s o  h ilf t  e r  m ir , s o  h ilf t  e r  m ir, so  h i lf t  e r  m ir, so  h ilf t  e r  m ir.
m m
m m
h ilf t  e r  m ir, s o  h ilf t  e r  m ir, so  h ilf t  e r  m ir, s o  h ilf t  e r  m ir, s o  h ilf t  e r  m ir.
^ m — - m m
h ilf t  e r  m ir, s o  h ilf t  e r  m ir, s o  h ilf t  e r  m ir, so  h ilf t  e r  m ir, s o  h ilf t  e r  m ir.
h ilf t  e r  m ir, so  h ilf t  e r  m ir, so  h ilf t  e r  m ir, s o  h ilf t  e r  m ir.
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Praetorius underscores this somewhat further by using a sequential rising figure to the 
word hilft, implying that the protagonist is lifted up from the depths:
Example 3.8: Psalm 116 mm. 67-71 SI, S2 Michael Praetorius
w e n n  ich  u n - te r  - l ie ge
$ A -J—-J 3 - J — J----
w e n n . ic h  un
XT
lie  - ge s o  h ilf t  _
h ilft
e r m ir
Tobias Michael goes further still, not only using a sudden register shift to illustrate the 
progression from hell to heaven, but also by using a descending figure on the word 
unterliege, combined with descending octave leaps in the bass, and accompanied by a 
switch to triple meter for so hilft er mir, (triple meter being a musical metaphor for the 
perfection of paradise). Daniel Michael uses the same basic complex of figures in his 
setting.
Mensural changes do not occur frequently enough in any motet to act as an element of 
structure. However, they do occur enough to suggest that mensural changes may instead 
be an element of madrigalistic text setting. Changes from duple to triple mensuration are 
common to many of the motets: no fewer than nine verses, and the Halleluja are set in 
triple mensuration; in most cases, the meter shift is indicated in the original edition by a
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change from C to Ot3, thojugh Rogier Michael and Tobias Michael tend to prefer 
coloration8 of the neumes to indicate triple meter.
Table 2-B: Verses Set In Triple Mensuration 
Verse 1 (Daft ist mir lieb, daft der Herr meine Stimme und mein Flehen horet): 
entire verse: Praetorius, Erich 
beginning of verse: Schein, Franck, Daniel Michael
Verse 2 (Daft er sein Ohre zu mie neiget; darum will ich mein Lebenlang ihn 
anrufen):
Praetorius (entire verse); Tobias Michael (middle of verse)
Verse 5 (Der Herr ist Gnadig und gerecht, und unser Gott ist barmherzig):
Gensreff (entire verse)
Verse 6 (Der Herr behiitet die Einfaltigen; wenn ich unterliege, so hilft er mir):
Daniel Michael (end of verse)
Verse 7 (Sei nun wieder zufrieden, meine Seele; denn der Herr tut dir Guts): 
first portion of verse: Altenburg 
second portion of verse: Schein, Groh 
entire verse: Demantius, Praetorius, Trost
Verse 9 (Ich will wandeln vor den Herrn im Lande der Lebendigen): 
entire verse: Franck, Rogier Michael, Christian Michael, Daniel Michael
Verse 12 (Wie soli ich dem Herrn vergelten alle seinen Wohltat, die er mir tut): 
Praetorius (beginning of verse)
8 Coloration of the neumes with black or red ink was used in 16th century notation to indicate a temporary 
use of triplets; in such cases, the coloring of note heads normally reduces their value by one third. The use 
of coloration, while not frequent, certainly persisted well into the 17th century.
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Verse 15 (Der Tod seiner Heiligen ist wert gehalten vor dent Herrn)'.
Tobias Michael (end of verse)
Verse 17 (Dir will ich dank opfern, und des Herrn Nahmen predigen)'.
Groh (beginning of verse), Erich (entire verse)
Halleluja: Schein, Altenburg, Groh, Praetorius, Trost
With the exception of the Halleluja, all of the verses and verse portions set in triple 
mensuration make specific mention of God, dealing either with His mercy or with the 
psalmist’s (in this case GroBmann’s) gratitude towards God. Given the historical 
association of triple (or ‘perfect’) mensuration with the Trinity of Father, Son, and Holy 
Ghost, these mensural changes may be understood as a representation of God. Only two 
composers, Krause and Schtitz, use exclusively duple meter throughout their settings.
Texture
Texture plays both an expressive and structural role; the latter will be discussed 
below, in our examination of structure within the collection. However, there are a number 
of points to be made regarding the role of texture in text expression in Angst der Hollen. 
Typically of the motet genre in general, these pieces show none of the polarization of the 
outer voices associated with the emergence of monody. Rather, as is traditional in the 
motet, all voices play a more or less equal part in delivering both the text and the melodic 
content; adjacent voice parts, such as Sopranos IHI, and Alto/Tenor, are frequently used 
interchangeably, and crossing between these parts is common.
On the other hand, the use of pure, uninterrupted polyphony is clearly in decline.
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Virtually all of the motets favor homophonic writing (in which all voices move together in 
the same rhythms) to a greater extent than was typical in the Renaissance, though it is 
true that some of the homophonic passages are quite brief, lasting only one or two words. 
While there is no setting that omits homophonic writing altogether, the amount of use 
varies greatly from piece to piece. For instance, Andreas Finold uses homophony almost 
exclusively in his motet, preferring to use frequent cadences to keep the harmonies from 
drifting too far off course, rather than resorting to free or imitative polyphony to build 
modal formulae.
Example 3.9: Psalm 116 mm. 116-119 Andreas Finold
b e r  s e h r  g e - p l a  -  g e t, ic h  w er-d e  a  - b e r  s e h r   g e - p l a  - g e t , . ic h  wer-de
j' i j  j  n,\ j P S
b e r  s e h r  g e - p l a  -  g e t, ich  w er-d e  a  - b e r  s e h r  - g e - p l a  - g e t_ ich  wer-de
j  j i J J j  j
i i f
- get,a  - b e r  s e h r  g e - p l a  -  g e t, ich  w er-d e  a  - b e r  s e h r   g e - p l a - g e t ,  ich  w er-d e  a -b e r  s e h r  ge-pl;n la.
f e t e
a  - b e r  s e h r  . g e - p l a  - g e t, ic h  w er-d e  a - b e r  s e h r   g e - p l a - g e t ,  ic h  w er-d e  a -b e r s e h r  g e p la  -  get,
a  - b e r  s e h r  g e - p l a  - ge t ic h  wer*de a -b e r s e h r
Others use homophony only in short bursts, to illustrate short passages, as Altenburg 
does to emphasize the strength of the belief that “The Lord protects the simple” 
(Example 3.10). Gensreff, on the other hand, prefers to employ a brief change to full- 
textured homophony to underscore a single word (Example 3.11).
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Example 3.10: Psalm 116mm. 57-62 SI, S2, A, T Michael Altenburg
Gott Der Herr be - hiibarm - her tet,zig.
Der Herr be - htiberm - her tetzig.
Gott. ist barm - her Der Herr be - hti tet,zog.
Gott barm her Der Herr be - hti tet,zig.
Der Herr be - hii - tet die Em - fal - ti - gen; wenn ich un - ter - lie - ge,
Der Herr be - hii - tet die Em - fal - ti - gen; wenn ich un - ter - lie
Der Herr be - hii - tet die Ein - fal - ti - gen_ wenn ich un - ter - lie
I  r  .pi J »J J m
Der Herr be - hii - tet die Ein - fal - ti - gen; wenn ich un - ter - lie - ge, wenn ich
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Example 3.11: Psalm 116 mm. 66-68 Abraham Gensreff
m 9------ 2?
der Ho -und A ngst- lien ha
°
llerTHund Angst der Ho ha
U
und
— D —  
Angst
Angst(und)___
e
der
der
Ho
Ho
- lien
d  *
lien
ha
ha
A ngst. der Ho - lien ha
When it is used, polyphony is often imitative, with musical motives being crafted 
to fit individual text fragments, which are then passed among all of the voices, as 
illustrated in this passage from Johann Groh’s setting:
Example 3.12: Psalm 116 mm. 109-111 Johann Groh
f e  l l  1 ' ■■ • • ■ = = = 1
den Tranen meinen FuBvom G ei ten, meinen FuB vo
. z
m G ei
l = 4 = i i
— _ — _ J
nen meinen FuBvom Glei - ten, mei-nen
f r H . £ - * ] —
J [ r ] ii l=t= nen, meinen FuB vc m Glei
[ i " ' '  ' .
ten m<;inen FtiBvom
nen, mekien FuB vom Glei - tei1, vc m Glei
1 j u  r r t -  • = *
ten, meinen FuBvom Glei - te 
a  ------- P------------ P ------------- iN * .|L^y__u— ^ — _ _ £ j _ ^  " f  ' 1
Tra - nen, mekien FuBvom Glei - ten, meinen FuBvom Glei - ten, meinen
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The above procedure is the most common among those motets which rely on 
imitative polyphony. There is, however, also a significant amount of non-imitative, or 
free polyphony in which voices move independently of one another in a style more 
strongly associated with the Renaissance ideal. In such instances there is neither melodic 
or rhythmic homogeneity, nor text-generated motives.
Example 3.13: Psalm 116 mm. 94-99 Michael Altenburg
££
de ge - ris sen, aus dem To - de ge - ns
aus dem To - de ge-ris - sen, mei - ne Au gen
U
ris - sen, aus dem To - de ge - ris - sen, mei - ne Au
To de g e - r i s  sen, aus den To de ge - ris
sen, aus dem To - de_ ge - ns
W 7  '....L
sen me
J
^  1
4 =
von den Tra
m m f  j w— !-r " ■...
— e -----------------------J
gen voi
| .  ,  4
•m J J J""} J J ■—4----------------- j
J  , = t = = T f f l — & =
T j  r r .. '■........ J-. r " 4 —4------ ---------- u
sen,
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Imitative polyphony tends to appear most frequently for openings {exordia), and then 
most often moves directly to either non-imitative polyphony, or homophony. There are 
settings, such as that of Christian Michael, which make virtually no use of imitation at 
all, but which are nevertheless polyphonic throughout. At the other end of the spectrum 
is the setting by Andreas Finold, who uses homophony almost exclusively.
The basic vocal texture is five voices, presented in various configurations. On 
occasion, smaller blocks of voices are employed; this is most obvious when an entire pars 
is scored for smaller numbers of voices (for more detail, see the individual analyses of the 
motets in Chapter 2). While this approach is used by many of the contributors, both 
younger and older, these tendencies are by no means universal: several of the composers 
employ a homogeneous, five-voice texture throughout, without any of the reduction of 
texture seen in the works of their colleagues.9 The most common approach to texture is to 
introduce variation, by alternating the number and grouping of active voices, and by 
grouping the voices in antiphonal manner. An example of the latter can be seen in the 
motet of Johann Krause, as voices are dropped from the texture to create a reduced 
texture while nonetheless making use of all five voice parts:
9 The younger composers Schein, Demantius, and Schiitz.
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Example 3.14: Psalm 116 mm. 125-128 Johann Krause
O  Herr, ichbindeiiCnecht, ichbindeiiCnecht
O  Herr, ichbiideidCnecht ichbindeiiCnecht
'^ 1
Herr, ichbindeiiCnecht ichbindein Knecht,dei - nerMagdSohn;
W
ichbindeiiCnecht ichbindein Knecht________ deinerMagd Sohn;0  Herr, ichbindeiiCnecht ichbindein
Herr, ichbindeiiCnecht ichbindein Knecht,deinerMagd Sohn;
Example 3.15 illustrates Daniel Michael’s use of polychoral, or antiphonal writing, within 
the same five voice texture, by dividing them into two separate groups of three voices 
each - SSA and ATB, respectively.
Textural changes can also be used to emphasize individual words, as is shown by 
this excerpt from Tobias Michael’s motet, in which he emphasizes the second portion of 
the sentence “I believed, therefore I spoke” not only by switching from polyphony to 
homophony, but by expanding the texture from two voices to five (Example 3.16).
78
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
Example 3.15: Psalm 116 mm. 223-232 Daniel Michael
lem. Hal - le - lu -ja , Hel - le - lu -ja , Hal - le - !u - ja ,
mpH  h - : p Y - r ^
lem. Hal - le - lu -ja , Hal - le - lu -ja , Hal - le - lu - ja ,
-Bi H  4 I J j  J 1J j J. j y  J J*
lem. Hal - le - lu - ja , Hal - le - lu ja , Hal - le - lu - ja , Hal - le - lu -
lem. Hal - le - lu - ja , Hal - le - lu -
■e------- &------ &
lem. Hal - le - lu - ja ,.
Hal - le - lu -ja , Hal - le - lu-ja , Hal - le - lu - ja ,
^ P = = = = = = f = i V...« ...... ~............. ....
Hal - le - lu -ja , Hal - le - lu-ja, Hal - le - lu - ja ,
^ N j P i J ' j  j p ' j "
ja , Hal - le - lu - ja  Hal - le - lu - ja , Hal - le - lu - ja , Hal
P
ja, Hal - le - lu - ja, Hal
Hal - le - lu - ja, hal -
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^Ex. 3.15 cont.
#P=:. ■......■^ --■■=r=r=f\w  i r
Hal - le - lu -ja , Hal - le - lu -ja, Hal - le - lu - ja,
■N jid - 'iJ - J  ^ i-LLJ j J i
ja , Hal - le - lu - ja  Hal - le - lu Hal - le - lu ja , Hal
P
ja , Hal - le - lu - ja, Hal -
Hal - le - lu - ja , hal
Example 3.16: Psalm /76 mm. 149-152 Tobias Michael 
*
...da-rum re - de ich ich glau - be, da-rum re - de ich,
J - -iJ r r r y  r m
Ich glau - be, da - rum re - de ich da-rum re - de ich,
Ich Glau - be, da-rum  re - de ich da-rum re - de ich,
..da-rum re - de ich, ich glau - be, da-rum re - de ich,
...da-rum re - de ich, da-rum re - de ich,
In the contrapuntal portions of these settings, composers tend to construct 
phrases, in much the same way as Renaissance composers had, using long phrases and
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irregular rhythms, with each voice part moving through its own set of stresses, regulated 
by the tactus. This stands in contrast to the later Baroque ideal of shorter phrases, with 
identical rhythmic accentuation in all voices. Conversely, the settings also lean towards 
the early Baroque ideal of syllabic text-setting, limiting the use of melismas to situations 
in which they serve text-painting purposes.
The final textural issue worthy of examination is that of several instances in 
which, texture similar to falsobordone, or choral recitative, appears; as a rule, this texture 
is generally used simply to provide textural contrast, and appears only occasionally 
within the collection. It appears a single time each in the motets of Schutz, on the 
beginning of verse 12, and Daniel Michael at the beginning of verse 8. Far more interesting 
is die structural role this device plays in the motet of Nicholaus Erich, a role which will be 
further discussed below in our analysis of structure .
Mode
As a result of the moment in time at which Angst der Hollen appears, the issue of 
modality is both interesting and complex. The early 17th century represents something of 
a halfway point in the most far-reaching and significant transition in the history of 
Western music - the gradual shift from modality to tonality, with its system of 2 modes 
and 24 keys. While the transition would not be complete until well into the next century, 
signs of changes in the attitudes of composers towards modality appear in the secular 
music of the late 16th Century. One notable pioneer is Orlandus Lassus, who, as 
“princeps musicae Germanicae” is the primary influence upon the composers we are 
examining. In particular, alterations to the mode in support of text expression, as well as a
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growing recognition of the chord as an expressive device, contribute to the challenges 
involved in analyzing music of this time.
Given this transitional environment, it is necessary to consider a criteria for 
evaluating the treatment of mode within the collection, particularly with regards to the 
question of evidence of tonal, rather than modal, organization. To this end, I have chosen 
to use as an analytical method that which Carl Dahlhaus proposes in his book Studies on 
the Origin o f Harmonic Tonality10. His investigations of the emergence of functional 
harmony led Dahlhaus to propose the following criteria as indicators of the presence of 
functional harmony: 1) a combination of simultaneous sounds must be heard as a chord11, 
a condition which is implicit in the use of homophony; 2) chord inversion must be 
understood as a repositioning of the root, rather than as placing a 6th above the bass; 3) in 
any given key, there must be a hierarchy of primary and secondary chords; 4) the bass 
must define this hierarchy, and move towards a consistent tonal center; 5) there must be 
evidence of the increased importance of, and a reciprocal relationship between the 
soprano and bass parts, replacing the soprano-tenor pair that dominates in modal music.
Close examination of the works contained in Angst der Hollen und Friede der 
Seelen reveals that they meet virtually none of these criteria. There is no clear evidence of 
soprano/bass polarity or dominance, nor does the bass at any point consistently define a 
functional chord progression. Although one occasionally finds V-I and IV-I bass 
movement at cadential points, complete cadential progressions (such as I-IV-V-I, or I-ii- 
V-I) are totally lacking. While there are occasional outlines of recognizable progressions
10 Dahlhaus, Carl. Studies on the Origin o f Harmonic Tonality. Trans. Robert O. Gjerdinger. Princeton: 
Princeton University Press, 1990.
11 The use of the word “chord” in reference to music of this era is somewhat contentious. The author 
intends the word to be understood as indicating a pitch-set which would not have been understood as 
having a modal or tonal function (as we would understand it today), but rather as a sonoric effect - 
significantly, a vertical effect - which conductors would have seen as presenting exploitable expressive 
qualities.
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(such as partial cadential structures, or circle of 5ths and circle of 4ths movement in the 
bass), these are not functional progressions, for the simple reason that, in all cases, they 
fail to lead to a point of arrival which is aurally recognizable as a tonic. Finally, there is no 
evidence that the 6/3 sonority is perceived as an inversion; on the contrary, interchanging 
root position chords with 6/3 chords over a single bass note is a common practice within 
the collection.
On the whole, the evidence tends to suggest that the composers still conceived 
their motets within a modal finmework. The most conclusive clue is the universal 
tendency to establish the mode clearly at the opening of the motet; this modal 
representation is achieved by various means, the most common of which is the use of the 
species of 5th and 4th (i.e. the division of the modal octave) as the basis for melodic 
construction. Examples 3.17 and 3.18 provide two instances in which the modal octave 
shapes the melody of a single voice, as we see in the motet of Demantius, or outlines it 
through imitation or presentation between several voices, as does Groh.
Example 3.17: Psalm 116 mm. 1-3 Christoph Demantius
ist mir lieb, das _ ist mir lieb
Das ist mir
o
Das ist mir lieb, das
Das ist mir lieb, das ist mir
Das ist mir lieb,
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Example 3.18: Psalm  116 mm. 185-187 Johann Groh
Der. Tod, der. Tod
TodDer.
Tod, TodD er.
Der. Tod, der Tod.
Der Tod, sei ner
Another procedure that is significant not only for its distinctive result, but also for 
the relative frequency of it’s appearance in the collection, is to open with a clear modally- 
based progression or melody; the distinctive 1-3-4-5 progression seen in example 3.19 
appears in similar manner in five of the motets (Praetorius, R, Michael, T. Michael, 
Schein, Erich).
Example 3.19: Psalm 116 mm. 1-2 Johann Hermann Schein
I V  l a------------------------------ :--- :----- „----------------
C T  ** Y  o ------------------:----------- -— -----------------------------------------------
t T .......1.... ...........................................................................................................................
Das ist mir
0
lieb,
- V -  l  H------------------------------------------------------------------------------------------------------
'BT......1--------------------------------------------------------------------------------------------------------
Das ist mir
0
lieb,
1 T ~ * ' o  ................ ............^ . ...........................
Das ist mir 
. . . ------------------------------------------------------------------------------------------------------
lieb,
— o ------------------------------5 ------- - ---------------------u -----------------------------
V Das ist mir lieb,
It---------- *— o -----------------------------------------------------------------------------------------------
Das ist mir lieb,
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In the majority of instances, this presentation of a modally-based melody is quickly 
followed by a cadence to the final of the mode; if this cadence does not happen 
immediately, it almost certainly occurs at the end of the verse.
Cadential structures show clear signs of moving away for the most part from the 
tenor/soprano suspension that arises from modal counterpoint. Composers nevertheless 
retain the sopranizans (moving down by a tone to the cadential pitch), tenorizans (moving 
up by a tone or semitone to the cadential pitch), and bassizans clausulae (leaping down a 
fifth or up a fourth to the cadential pitch), which Meier identifies as indicators of modal 
construction12. The move away from the more traditional construction is to be expected 
given the large amount of homophony found throughout the collection, a texture which is 
not conducive to the more old-fashioned cadential structures. Likewise, the majority of 
composers retain the modal hierarchy of cadential pitches; however, these are frequently 
harmonized with a raised third, which has the effect of changing the final chord to one 
outside of the modal purview. This is common practice in Angst der Hollen, and stands as 
another indication of the transitional environment in which these composers worked.
12 Meier, Bernhard. The Modes o f Classical Vocal Polyphony. Trans. Ellen S. Beebe. New York: Broude 
Brothers Limited, 1988.
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Example 3.20: Psalm 116 m. 31 Johann Hermann Schein
See
See
See ret - te
The modes used in Angst der Hollen are listed below. A signed Bb is present in all 
parts unless otherwise noted.
Table 2-C: The Modes Used In The Anthology 
Schein: G-Dorian (Bb) (high clefs)
F-Ionian (Bb)
G-Dorian (Bb)
Dorian (-)
G-Dorian (Bb)
Aeolian (-)
Hypo-Aeolian (-)
Franck:
Rogier Michael:
Praetorius:
Tobias Michael:
Groh:
Altenburg:
Schiitz:
Christian Michael: G-Dorian (Bb) 
Daniel Michael: G-Dorian (Bb)
Krause:
Gensreff:
Demantius:
Finold:
Trost:
Erich:
(high clefs)
(high clefs)
(low clefs)
(high clefs)
(high clefs)
(low clefs)
Dorian (third pars G-Dorian Bb) (high clefs)
(high clefs)
(high clefs)
(high clefs)Aeolian (-)
C-Mixolydian (Bb) (high clefs) 
Mixolydian (-) (high clefs) 
Dorian (-)
G-Dorian (Bb)
Phrygian (-)
(low clefs)
(high clefs)
(low clefs)
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Several statistics may be drawn from the above table. Nine of the motets (more 
than half) are in dorian mode; six of these use dorian transposed to G, with a signed Bb in 
all voice parts. This number includes all four of the motets composed by members of the 
Michael family. Nearly the same number, 8 motets, use transposed modes, indicated by 
the signed Bb in all parts. The reason for this prominence lies in the vocal ranges these 
modes afford. Dorian on G is the most common version of dorian precisely because it 
allows the use of high ranges in all parts, and by extension, greater level of virtuosity in 
the vocal writing; the same is true of lydian on F, which is identical to transposed ionian.
There is ample evidence of the lessening stringency in the application of the modal 
parameters of harmony. In particular, there is a consistent lack of regard for 
differentiation between the authentic and plagal versions of the mode within a single voice 
part. Rather than maintaining the conterminous pairs of modal octaves normative in the 
Renaissance, these voice parts tend to have exceed the modal octave, making the 
determination of the modal octave in use difficult, if not irrelevant. This expansion of the 
vocal range allows composers to write more virtuosic vocal parts, in which voice 
crossings are common. Furthermore, these composers continued the trend of broadening 
the diatonic modal scale by employing an array of chromatic alterations; there is a clear 
shift from the diatonic modal scale of the Renaissance, towards the more colorful palette 
of the full chromatic scale. Compared to earlier Psalm settings, these pieces contain a large 
number of accidentals. While some of these are necessary to avoid the tritone, the 
majority appear to be used exclusively for text expression. Melchior Franck presents a 
striking use of accidentals. In example 3.24 we see him use a descending leap of a minor 
sixth, from E to G#, to depict the ropes of death:
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Example 3.21: Psalm 116 mm. 22-25 Melchior Franck
f = 4 = = r = j
4  3
... ..-u__  4^ U i s Q J
S tri-ckedes To - des, S tri-ckedes To des
y
Stri-cke des To - des, S tri-c k e  des To des
J. ^  J 'i    i'J
Stri-cke des to  - des, S trick ed es  T o -d e s , S tri-ckedes
- e --------------- 0-
To des, des To - des
Stri-cke des To - d e s , S tri-cke  des Tods, S tri-ckedes To - des, S tr i - c k e d e s  To - des
g J) .  t, =
Stri-cke des To - des, S tri-cke  des To - - des,
e
S tri-cke  des To des
Daniel Michael is one composer who is quite willing to manipulate the mode to 
achieve sonoric changes to underscore text meaning. In Example 3.22, Michael proceeds 
directly from a half cadence on D followed by a short rest, to an Eb chord, followed by 
several other chords which are outside the mode (Bb+, g-, Ab+, G+, D+) before settling 
back in G+ at the end of the excerpt. While this is not a common practice in the collection, 
Daniel Michael is not unique in his use of such shifts in support of the text. This practice 
makes it clear that the chord is beginning, albeit slowly, to be recognized as a discrete 
entity that can be exploited for its expressive qualities.
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Example 3.22: Psalm 116 mm. 101-106 Daniel Michael
' ......  ■ ' ■■
$  * '
D e n n  d u  h a s t m e in e  S e e le  a u s  d e m  T o  - d e  g e - r i s  -  sen
d e r  H e rr  tu t  d i r  G u ts . D e n n  d u  h a s t m e in e  S e e le  a u s  d e m  T o  - d e  g e - r i s  -  se n
p p r r - ' - E
H e rr  tu t  d ir  G u ts. D en n  d u  h a s t  m e in e  S e e le  a u s  d em T o  -  d e  g e - r i s  -  sen  
jOl___
tu t  d i r  G u ts. D e n n  d u  h a s t  m e in e  S e e le  a u s  d e m  T o  -  d e  g e - r i s  - sen
d e m  T o d e  g e - r i s  -  sen ,
-----------^ J J # ...................... "
a u s  d e m  T o d e  g e - r i s  - sen
d e m
l>(g
T o  -  d e ge  -  n s
d e m  T o  - d e  g e - r i s  -  sen
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Despite the trend away from the traditional tenor-soprano dominance, and the 
tendency to treat the mode somewhat more casually than had earlier been the case, the 
motets remain quite old-fashioned in their approach to mode, particularly when viewed in 
the context of similar works published around the same time. They overwhelmingly 
adhere to traditional modal cadential hierarchies, and in general, non-modal chords are 
followed by a series of chords and cadences to more traditional modal pitches.
Structure
Structure in the music of this era is difficult to prescribe or define, and the motets 
of Angst der Hollen are no exception. In earlier generations, composers relied on text 
and/or melodic repetitions, as well as textural changes to articulate form and structure; the 
variation of textures, including the changing balance between polyphony and homophony, 
may increase the amount of variety within the compositions, but it also tended to create 
problems of cohesion in many of the works. The contributors to Angst der Hollen use 
different methods to mitigate this effect, the most common being the use of frequent 
cadences, often one every three to four breves; this is in direct contrast to the Renaissance 
injunction to “fuggir la cadenza” in order to avoid discontinuity and the possible 
separation of the internal parts of them motet into separate parts. For instance, Christian 
Michael setting of verse 7, even without text repetitions, contains four formal cadences in 
the space of nine breves:
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Example 3.23: Psalm 116: mm. 64-72 SI, S2, B Christian Michael
w
Sei nun wie- der zu - frie - den, mei - ne See - le, mei-ne See - - - le; denn der
i £P
Sei nun w ie -d e r  zu - frie-den, mei-ne See - - le, mei - ne See - le; denn der
G  9 -
Sei nun w ie -d e r zu - frie-den, mei - ne See - le, mei - ne See - le; denn
r - - ' "  ■ r
  Herr tut dir Guts, der Herr tut dir Guts
Herr tut_ . dir Guts, der Herr tut dir_ Guts
 0_
dir Guts,der Herr tut der Herr tut dir Guts
Other devices used to create structure include the division of the psalm text into discrete 
movements, or partes, a device that, while not new to this generation of composers, is 
nonetheless used to a much greater extent than had previously been the case; the 
separation of the psalm verses by slowing rhythms, rests, and formal cadences; and 
through the use of short motivic, fragments, which are each developed, then abandoned. In 
Groh’s motet we find four separate text fragments, each treated as a separate entity.
91
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
Example 3.24: Psalm 116 mm. 160-174 Johann Groh
men, ich will, ich will den heil-sa - m en__________ Kelch neh-m en, den_____  heil-sa men Kelch
men, ich will den heil-sa - men Kelch neh
r ' r ' r '  J »
men, den  heil-sa-men Kelch neh
men, ich will, ich will den heil-sa - men Kelch neh - men, den heil-sa-men Kelch neh
men, ich will den h e il-sa -m e n  Kelch neh - men, den_____  heil-sa-men Kelch neh
1. J . 1 i .l i J: J> E i s s l
neh - men und des Herrn Na-men pre-di-gen, und des Herrn Na-men pre-di-gen, und des Herrn Na-men p re -d i-
ppp r f i r  |
men und des Herm Na-men pre-di-gen, und des Herrn Na-men pre-di-gen und des Herrn Na-men p re -d i-
P
men und des Herrn Na-men pre-di-gen, und des Herm Na-men pre-d i-gen  und des Herm Na-men p re -d i-
m m s
men und des Herm Na-men pre-di-gen, und des Herm Na-men pre-d i-gen  und des Herm Na-men p re -d i-
J- JM J f. i
und des Herm Na-men pre-di-gen, und des Herm Na-mem pre-di-gen und des Herm Na-men p re -d i-
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Ex. 3.24 cont.
ichwilt mekie Ge-Itib-de demichwill mei-neGdiibIchwill mei-neGdiibgen,
ichwill mei-ne Ge-liib-de demIchwill mei-neGdiib ichwill mei-neGdubgen
dem Herraichwill mei-neGdub ichwill meineGdiibt.Ichwillmei-ne GelUb
ichwill meineGdiib ichwill m eineGdiib de,G e - liib demgen
ichwill m eineG e-liib de dem HermIchwill mei-neGe-liib de, ichwill mwHieGe-liib de,gen.
Herm dem Herra be - zah len.
Herm dem Herm be - zah - len.
m
dem Herm be zah len.
Herm be - zah - len zah len._
dem Herra dem Herm be - zah - len.
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The above example illustrates the tendency to sectionalize texts into small discrete units, 
a process which rarely varies from the pattern just described. The exception to this is the 
motet by Schutz, in which fragments are juxtaposed against one another in a procedure 
similar to that found in the madrigal. Certainly, the consistent use of such an audible 
device must be intended to act as a key element of structure in the motets. For the most 
part, however, while these methods provide some localized, small-scale structure, they 
are not enough to provide a viable structure for the work as a whole. The large structure 
of these pieces is determined by the segmentation of the text into two or more partes, or 
movements. While these are coherent within themselves, they testify to the inability - or 
unwillingness - of the composers to deal with large textual units, likely as a result of their 
overall lack of experience with the setting of such units.
The discussion of textual divisions earlier in this chapter revealed that the most 
common division occurs after verse 9 - ten of the motets include a division at this point, 
and one (Abraham Gensreff) concludes after that verse. The next most common point of 
division, between verses 6 and 7, is used in only seven of the motets. There is also 
considerable variety in the lengths of partes, determined, in part, by the number of verses 
per movement. Excluding Schein, whose motet is a single movement, and the two -parte 
motets by Rogier Michael and Andreas Finold, which are each on two movements, the 
amount of text per parte varies from a maximum of nine verses (Praetorius) to a minimum 
of two verses (Heinrich Schutz).
The two composers who do not segment their motets into partes - Johann Schein 
and Abraham Gensreff - use cadences to create structure. These cadences set off segments 
based on the imitation of motives generated by text phrases. Gensreff s setting is brief 
enough that this approach works well. Schein’s setting is much longer (180 breves);
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consequently, this method does not provide to insure formal coherence. Schein solves this 
problem by avoiding textural changes within verses. Rather, each verse is given its own 
unique character, echoing the technique used by Praetorius (discussed above). The formal 
cadences at the end of each verse have the effect of reinforcing this sectionalization of the 
text as a formal section.
As mentioned earlier in this chapter, texture plays a significant role in the 
articulation of the structures of the majority of die motets. The most common such use is 
the contrasting homophonic and polyphonic passages to emphasize the versification of 
the text. Running a close second, however, is the use of contrasting groups of performing 
forces to further delineate portions of the psalm text; the two procedures are frequently 
employed together, providing a strong sense of structure, particularly when they are also 
added to the use of formal cadences - as we saw above - as well as to the use of musical 
motives associated to short fragments of the text. The consistent use of even one or two 
of these techniques provides a strong sense of structure; it is this element, more than any 
other, that determines whether a motet can ultimately hold up successfully.
As noted above, falsobordone occurs only rarely; and, when used, is highly 
localized. The the motet by Nicholaus Erich, however, employs falsobordone to create 
structure: all of the even-numbered psalm verses (2,4, 6,14, 16,18) in partes 1 and 3 of 
the motet are set in falsobordone; part 2, comprising verses 7 to 12, is for only three 
voices. It is worth noting that, no matter what texture a given verse may use at its 
opening, every verse, without exception, ends with polyphony, allowing Erich to 
maintain the integrity of the modal cadential structure.
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Another composer who creates his own unique solution to the problem of 
structure is Praetorius; despite the assumed injunction from Grofimann to set the motets 
only for five vocal parts, Praetorius explicitly places an instrumental sinfonia before each 
of the three vocal partes. These stand as structural pillars, imparting tripartite 
organization based on texture; inevitably, the regular alternation between instrumental and 
vocal music establishes a general formal structure. Praetorius adds to this a careful concern 
for the original versification of the psalm text itself - by delineating each psalm verse 
from the next through the use of cadences, rests, and textural variations, he essentially 
allows the structure of the psalm to stand on its own.
The Concerted Style
Anthony Carver13 defines the term “concertato” as a style featuring the interaction 
of diverse musical forces, with discrete segments set in sharply contrasting textures and 
styles. Given the diverse forces available, composers want to take advantage of every 
possible permutation of color and texture, resulting in passages for soloists, tutti, 
antiphony, imitative and non-imitative polyphony, homophony, passages for
instruments alone, etc. This conscious use of variety in turn becomes a vehicle for 
emotional expression. The use of solo movements adds further possibilities for affective 
or dramatic treatment of the harmony. While the elements of concertato style are less 
prevalent in Angst der Hollen than in similar psalm settings of the time (e.g. Schutz’s 
Psalmen Davids), signs of the style are nonetheless evident. The most obvious 
manifestation is seen in variations in textures. The division of the motets into discrete 
movements, often with differing voicings, affords another opportunity to utilize elements
13 Carver, Anthony F.: “Concertato”, The New Grove Dictionary o f Music and Musicians, ed. S. Sadie and 
J. Tyrrell (London: MacMillan, 2001) Vol. 6, p. 235.
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of this modem style. Within a single movement, the use of antiphonal effects, even where 
not specifically indicated, also creates a sense of the concerto style. Caspar Trost, for 
instance, divides the five voices into an upper and a lower voice choir (SSA and ATB), 
accomplished by having the also participate in both - as the “bass” of the “treble” choir, 
and the highest “tenor” of the “male” choir.
Example 3.25: Psalm 116 mm. 192-201 
9—- _ita-
Caspar Trost
ich bin dein Knecht, dein - er Magd Sohn,
Herr, ich bin dein Knecht, ich bin dein Knecht, dein-er Magd Sohn
l> J J ' J  J ,
Herr, ich bin dein Knecht, ich bin dein Knecht dein-er Magd Sohn, O  H err  ich bm
Herr, ich bin dein Knecht O H err,_____  ich bin dein
Herr, ich bin dein Knecht Herr, ich
ich bindein Knecht4einer MagdSohn, ich bindeirKnecht dein - er Magd Sohn
ich bindein Knecht4einerMagdSohn, ich bindein Knecht dein - er MagdSohn
Jem  Knecht dein er MagdSohn, ich b indein -er MagdSohn,
"27*------
Knecht OHerr, ich bindeirKnecht ich bin deinKnecht,deiner MagdSohn,
bin deinKnecht, OHerr, ich bindeiiKnecht
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Ex. 3.25 cont.
'ftp p
du hast m ei - ne B an - de z e r - r i s  - sen
m
du hast mei - ne B an - de z e r - r i s  - sen
du hast mei - nedu hast mei - ne Ban - de zer - ris - sen
du hast mei - ne Ban - de zer - ris - sen du hast mei - ne
du hast mei - ne B an - de zer - ris - sen du hast mei - ne
A similar case is found in the setting by Michael Praetorius. Praetorius is the only 
composer to specifically include instrumental parts in his settings, providing discrete 
instrumental Sinfoniae which precede each of the vocal movements, and also specifying 
portions of the vocal lines which are to be doubled by instruments. His work is thus 
explicitly polychoral, and he makes the differentiation between instruments alone, voices 
alone, voices and instruments together, and solo and tutti choral portions, experimenting 
with the solo/ripieno effect. In his Ordinantz, he states that, if possible, these three 
groups should be placed apart from one another, in order to heighten the antiphonal 
effect. Praetorius also creates echo effects through the use of notated dynamics - which 
were extremely unusual at this time - and indicating that if possible, the portions marked 
piano should be played by instruments alone, in response to a vocal statement.
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Conclusions
There are a number of conclusions that may be drawn from the above survey:
1) Text expression is important, but not pervasive; when it does appear, it is 
restricted, for the most part, to small-scale, word-level madrigalisms. Larger-scale 
expression - for instance, at the level of the phrase, or broader emotional nuance, the 
phenomenon later known as affekt - occurs only rarely in the collection.
2) The text is divided, usually into two or more partes, and is then further 
sectioned into psalm verses, these being defined by cadences, changes in texture, and the 
like. The verses are frequently then divided even further, into short fragments of text 
which are then usually treated motivically. Thus, the majority of the motets draw their 
musical structures in some manner from that of the psalm itself.
3) There is an increasing amount of homophony mixed in with both free and 
imitative polyphony. The majority of the motets are, at least two some extent, imitative, 
though a significant minority are through-composed. Homophony generally occurs only 
in short bursts, often as textural contrast to help emphasize structure, or to draw 
attention to key passages of the text.
4) While all of the motets are, as GroBmann ordained, in the more old-fashioned 
five-voice texture, few make consistent use of the frill vocal texture throughout. Most set 
one or more partes for fewer voices; a significant number also also vary the texture within 
each movement through the manipulation of the number of voices active at any given 
time, often creating polychoral and echo effects.
5) All of the motets, without exception, are clearly modally conceived, with a 
clear modal octave, cadential plan, and cadential structures. Conversely, we also begin to 
see a looser treatment of the mode outside of these: accidentals appear more frequently -
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though still always in support of text expression - and we begin to see a nascent interest 
in the possibility of creating sonoric effects through the manipulation of the chord - that 
is, the beginnings of a recognition of the chord as an expressive entity in and of itself.
While there are incipient signs of the new Baroque aesthetic in most of the motets 
contained in Angst der Hollen und Friede der Seelen, these signs remain embryonic, as we 
have seen. Despite the stylistic experimentation, the collection as a whole leans toward 
the more old-fashioned. The focus of the composers is, clearly, on the conservation of an 
authentically German motet style.
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CHAPTER 4
A Comparison of the Settings of Psalm 116 bv Rosier Michael 
and Michael Praetorius 
Having dealt with the settings of Psalm 116 contained in the GroBmann anthology 
in a summary fashion, it seems both logical and valuable to conclude this study with a 
more in-depth analysis of two representative works. For this purpose, I have chosen to 
examine the settings of Rogier Michael and Michael Praetorius. There are several reasons 
for the choice of these two particular composers. The first is that Michael and Praetorius
are among the oldest composers represented in the anthology; their settings of the 116^
psalm are among the last (if not the last) compositions each man composed in his lifetime. 
Given their respected position among composers in Germany, their age and the ultimate 
status of this particular composition for each, we can assume that their compositions are 
well-crafted examples that well represent the style of each composer. In addition, both 
men are firmly rooted in the Court of Electoral Saxony in Dresden; indeed, it is Michael 
Praetorius who is brought in to function as Kapellmeister “von Haus aus” during the 
period of Rogier Michael’s final illness and death. More than the many external 
similarities that unite the two, however, it is the rather different stylistic approaches they 
take in their settings of this common text that makes a comparison of their compositions 
so potentially instructive about the contents of the anthology as a whole.
The most obvious of these differences is their use of texture. Earlier it was noted 
that GroBmann had stipulated a five-voice a cappella texture for each of the contributed 
works. While Michael adheres to this prescription, Praetorius does not; in addition to the 
vocal forces Praetorius provides three instrumental sinfoniae to precede each of the three
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partes. From the Ordinantz1 that he supplied it is clear that Praetorius intended (or at 
least provided for the possibility) that the instruments should have a role in the psalm 
setting per se. Leaving aside Praetorius’s specification of instrumental music, let us turn 
to the most obvious difference between the two works- mode.
Rogier Michael chooses to put his composition in transposed dorian mode; we 
know this from the presence of a signed b-flat in all parts, the use of g as the final 
sonority of both concluding cadences (as well as numerous interior cadences) and the use 
of low clefs (Cl, Cl, C3, C4, F4) indicating vocal ranges of d to d for the sopranos and 
tenor and g to g for the alto/bass pair. Based on this evidence, we must assign this piece to 
Mode II—hypo-dorian on g. Praetorius’s setting, which follows Michael’s in the 
anthology, uses aeolian mode (on a). This is apparent from the opening a minor chord, the 
use of that pitch as the center of all of the closing cadences and the lack of a signed b-flat. 
Praetorius also uses low clefs, but decides to score his composition for two tenors rather 
than the two sopranos used by Michael; as a result, his clef scheme is slightly different 
(Cl, C3, C4, C4, F4), reflecting that the bass/alto pair has the authentic octave (a to a), 
while the soprano and two tenors use the plagal octave (e to e). For these reasons, the 
mode used by Praetorius is hypo-aeolian.
In an earlier chapter (2), allusion has already been made to another fundamental
difference between the two settings—Michael divides the psalm into two partes, while
Praetorius uses three sections. This disparity results in different amounts text that each
composer must set in a given section. The reader will recall that Psalm 116 consists of 19
verses plus a concluding Hallelujah. The following table compares the division of this text
into partes in each composer’s setting.
1 See Chapter 2.
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Table 4-A: Text Segmentatioa
Michael 
Prima pars: Verses 1-9 
Secunda pars: Verses 10-19 + Halleluja
Prima pars: Verses 1-9 
Secunda pars: Verses 10-14 
Tertia pars: Verses 15-19
Praetorius
+ Halleluja
As Table 4-A reveals, both composers set the first nine verses of the psalm as the 
opening section of their composition. This is the point of text division most commonly 
encountered in these settings as a whole.2 The striking difference is that Michael sets the 
remainder of the psalm in one movement, while Praetorius divides this same amount of 
text into two equal parts (10-14 and 15-19).3 While this Table is instructive, it lacks 
sufficient information to establish the tangible stylistic differences between the two 
settings. What is needed is the length of each setting and some sense of how each 
composer adapts his approach to text setting to fit the text being set.
Michael uses two large sections that encompass almost the same amount of text 
and are similar in size:
The nearly equal length of each pars has several practical consequences for the setting as a 
whole. Each verses of the prima pars is allotted approximately 8 “measures,” an average
that drops to seven in the secunda pars (due to a slightly shorter overall duration for the
2 See Chapter 3.
3 This configuration obviously excludes the Halleluja, which occurs at the conclusion of part three.
Table 4-B; Text Setting in Michael’s Psalm 116
Prima pars 
Measures 1 - 7 6  (76) 
Verses 1-9 (9)
Secunda pars 
Measures 77 -  150 (74)
Verses 10-19 (10 + Hallelujah)
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second section and the addition of another psalm verse and the Hallelujah). While only a 
statistical average, it does suggest that Michael sets the text concisely, avoiding both 
imitation and word repetition since they tend to inflate the duration of the music. A more 
careful calculation of the exact length of each verse reveals the following information:
Table 4-C: Michael - Number of Measures per Verse of Text
Prima pars: Secunda pars:
Verse 1 mm. 1-6 (6) Verse 10 mm. 77-80 (3)
Verse 2 mm. 6-13 (6) Verse 11 mm. 80-84 (5)
Verse 3 mm. 13-28 (15) Verse 12 mm. 84-89 (5)
Verse 4 mm. 28-32 (4) Verse 13 mm. 89-93 (4)
Verse 5 mm. 32-37 (6) Verse 14 mm. 93-102 (9)
Verse 6 mm. 37-44 (7) Verse 15 mm. 102-108 (7)
Verse 7 mm. 44-51 (7) Verse 16 mm. 108-119 (11)
Verse 8 mm. 51-60 (9) Verse 17 mm. 119-126 (6)
Verse 9 mm. 61-77 (16) Verse 18 mm. 126-134 (9)
Verse 19 mm. 134-140 (6)
Hallelujah mm. 140-150 (11)
This more precise accounting reveals that, with some notable exceptions, the average 
psalm verse translates into a musical length of approximately 7 measures.4 Furthermore, 
with the exception of the ninth verse (the last verse in part 1), all of the verses begin in 
the same measure in which the preceding verse concludes. The only verses whose length 
stands out as significantly above the norm are verses 3 and 9 in part one and verse 16 in 
part two (where the disparity in the length of verses tends to be greater). What does this 
tell us about musical style?
An examination of the score shows that, on the whole, the musical style is
4 This figure results from dividing the total number of measures for each section by the number of sections.
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syllabic and chordal; this conclusion was predictable, given the amount of text to set and 
the duration of each of the parts. There is no true use of imitative texture, save for the 
opening three measures of the motet where, in a bow to tradition, Michael composes an 
imitative exordium.
Example 4.1: Psalm 116m. 1-2, SI
4' *  ° ■ ■ r
Das ist m ir lieb,
This example shows that three of the five voices present the same theme, which begins on 
the modal final and includes both reciting tones (Bb and D). The use of these pitches, the 
three most important melodic determinants of the mode, validates that Michael is using 
imitation to make the mode of the composition clearly audible. After these three imitative 
entries, spaced exactly one measure apart, chordal writing becomes the dominant texture 
for the remainder of the piece. Michael clear chooses declamatory chordal homophony as 
the texture of choice, eschewing the points of imitation motet that was the hallmark of the 
sixteenth-century motet. The beginning of the secunda pars also shows a hint of imitative 
procedure, but this is restricted to the first three notes of the lower three voices.
What binds the music of verse 2 together is the use of the lowest voice part in the 
two statements of “daft er sein Ohre zu mir neiget” The bass line of mm. 6-8 appears a 
fifth higher in the tenor, which functions as the “bass” of its ensemble:
Example 4.2: Psalm 116 mm. 6-10 Rogier Michael
j ~ 1 *
DaB er sein Oh re zu mir nei gel
DaB er sein Oh - re n  mir nei - get;
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None of the other voice parts are repeated in analogous fashion, separating Michael’s 
antiphony from the type found in many sixteenth-century motets. The repeat of the 
lowest voice often resulted in the repetition of other voices as well (though often 
rearranged to account for change of pitch level), which is not the case here. What the 
continuity of these two vocal parts creates is, in effect, a kind of embryonic use of the 
idea of “basso continuo ”. Once isolated from the external appearance of chordal writing, 
it is the repetition of the lowest voice at different pitch levels that emerges as the 
technique of choice for Michael throughout the remainder of his composition. We find 
this same template applied in the following places in part 1:
Table 4-D: Imitation of Lowest Voice in Michael’s Psalm 116
Prima Pars
Leading voice Following voice
T (mm. 18-22) B (mm. 22-25)
g - d d - a
B (mm. 28-30) T (mm. 30-32)
A -d d - g
B (mm. 34-35) T (mm. 35-37)
f - c c ~ g
B (mm. 37-39) T (mm. 39-40)
g - d d - a
B (mm. 44-48) T (mm. 48-51)
d -d a - a
B (mm. 55-57) T (mm. 57-60)
g - d d - g
Without exception, the second voice of these pairs presents exactly the same melody as
the first starting on the final note of its predecessor.5 By assembling these melodies in
order as a single, continuous line, one can reconstruct Michael’s harmonic design, a design 
5 The next to last pair is an exception in that the octave range o f the first voice precludes this pitch 
connection.
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that tangibly affects all of the other voice parts (regardless of the number of voices 
actually participating at the time). Of course, there are several gaps in this “continuo” 
line. These result when Michael decides, for reasons unknown, to have only a single 
setting of a given phrase of text. (Obviously, the technique described above requires at 
least two complete statements of any given text phrase in order to function.) An example 
of this exception appears in the opening part of verse 3 (Example 4.3). This passage is the 
longest musical setting of a single verse in the entire motet. As noted above (Chapter 3) 
this text is not only the source of the title for the anthology as a whole, but is also the 
place where composers most consistently apply madrigalian devices to paint the 
extremely evocative text. In this case, Michael does repeat the text, but the melodic 
repetition is between bass and alto (an interior part), whose version of the bass’s melody 
is imperfect. Examples where Michael sets the text only once occur at the beginning of 
verses 5 (mm. 32-34) and 8 (mm. 51-55).
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Example 4.3: Psalm /76 mm. 13-17 Rogier Michael
Stri eke dcs Tods ha!
Stri Tods ten mich Stri eke deseke
Stri eke des
eke des Tods hat fangStri mich Stri eke des
Stri eke des Tods hat ten mich Stri eke dcstun en.
michhat fang
Tods fanghat mich
Tods mich fang
Tods hat ten mich fangurn en.
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As already noted, the repetition of the lowest voice part in different vocal 
textures requires a double statement of the text. Table 4-E reveals this process by 
assigning each portion of the text its own letter (a, b, c, and so on):
Table 4-E: Michael - Psalm 116: Patterns of Text Use
Verse 1: a b
Verse 2: a a b
Verse 3: a a b b
Verse 4: a b
Verse 5: a b b
Verse 6: a a b b
Verse 7: a b a b
Verse 8: a b b
Verse 9: a a
Verse 10: a b
Verse 11: a b b
Verse 12: a b
Verse 13: a
Verse 14: a a
Verse 15: a a
Verse 16: a a a b
Verse 17: a a b b
Verse 18: a a b b
Verse 19: a b a b
While this Table implies that Michael uses the device described above consistently 
throughout the motet to create a structural scaffolding for the setting as a whole, this is, in 
fact, not the case. The second pars does not consistently retain the use of a double text 
setting with a common “bass” line seenin the first pars, where it was used exclusively
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with the Tenor and Bass voices.
Table 4-F: Imitation Between Voices in Michael’s
Secunda Pars
Leading Voice Following Voice(s)
SI (m. 76) B (m. 77)
m d
B(m. 82) A (m. 82)
f - d  f - d
SI (m. 82) T (m. 87)
c - a  a - f
B (m. 91) A (m. 91)
f - d  f - d
T (m. 98) S2 (m. 98-99)
f  a
B (m. 112-113) A (m. 113-114)
d -g  d -g
T (m. 112-113) SI (m. 113-114)
a - Bb i - g
A (m. 116) SI (m. 117)
g d
B (m. 119) S2 (m. 122) / T (m. 122)
a -b  a -b  d -e
B (m. 127) SI (m. 128)
g d
(The Halleluja consists of literal repetitions throughout the full texture.)
It is immediately evident from this table that the pairings are no longer restricted to the
Tenor and Bass, and that Michael does not consistently have the following voice begin its
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melody on the final note of the first voice. Indeed, that would be impossible given that the 
melodic material presented by the paired voices in the second pars is consistently not 
identical for more than a few notes; this clearly negates the harmonic implications of his 
use of the Tenor/Bass pairs as encountered in the first pars. The repetition of the lowest 
voice in repetitions of the same text imitation only applies to the paired voices; this runs
directly counter to the pervasive imitation found in such 16th-century composers as
Palestrina and Lassus.
Another characteristic that may hold a clue to Michael’s overall formal 
organization if his setting is his use of texture:
Table 4-G: Michael -Variations of Vocal Texture6 
Prima Pars
Verse Textures
1 a5 (SSATB) (Imitation/spaced entries)
2 a5
3 SSTB - S2ATB - SSAT - a5 - SSAT
4 SSAB - SSAT
5 S1ATB - SSAT - SSAB - SSAT
6 SSAB - SSAT - a5
7 a5 - SSAT
8 S2ATB - SSAB - SSAT
9 a5
6 In order to be included in this calculation, a textural permutation must be sustained for more than one 
measure.
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Secunda pars
Verse Textures
10 ATB
11 SST - a5
12 SSA
13 S2ATB
14 a5
15 SSAT - a5
16 SSAB - a5
17 a5 - SSAT
18 S1ATB - SSA - SSAT
19 a5 - SSAT
Halleluja a5
Table 4-G clearly demonstrates two important details of Michael’s use of vocal texture: 
first, he changes texture between verses throughout the piece; second, the textural changes 
shifts found in the second pars, becoming much more even. This second point is obvious 
when one considers that the average number of textural changes within verses drops from 
three in the Prima pars to two in the Secunda pars, providing a more stable textural 
profile. As a result of this relative stability of texture Michael can pair the lowest voices 
in a more erratic and unpredictable way without fear of structural collapse.
This general consistency of approach on Michael’s part stands in radical contrast 
to the approach taken by Praetorius. Whereas Michael divides the psalm into two 
approximately equal portions, Praetorius divides it into three partes: the first setting 
verses 1 through 9, the second setting verses 10 through 14, and the last setting verses 15 
through 19 and the Halleluja. The numerical disparity between the partes with respect to
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number of verses is echoed in their overall lengths, as we see in the following table:
Table 4-H: Text Setting in Praetorius’ Psalm 116 
Prima pars Secunda pars Tertiapars
Measures 187 - 103(86) Measures 123 - 182 (60) Measures 197 - 286 (90)
Verses 1 -9  Verses 10 -14 Verses 15 -19 + Halleluja
The most obvious consequence of this imbalance in the textual proportions of the 
individual partes should be a corresponding inequality in their lengths. However, this is 
not the case. The prima pars sets almost twice the amount of text of the secunda and 
tertia partes; despite this inequality they are not shorter in duration due to their reduction 
in text. Though it sets only five verses, the secunda pars is 60 measures in length, while 
the third is longer still. In fact, the third part that sets five verses plus the Halleluja is 
longer than the setting of the ten verses of Pars I. While it is true that the latter partes 
contain some of the longer text verses, the true significance of their unexpected length is 
that they contain a considerable amount of textual repetition. This fact is borne out by a 
more detailed look at the lengths of the individual verses:
7 The missing measures in each column represent the Sinfonia that precedes each vocal movement.
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Prima pars: Secunda pars: Tertia pars:
Verse 1: mm. 18-27 (10) Verse 10:123-147 (25) Verse 15:197-208 (12)
Verse 2: mm. 28-39 (12) Verse 11:147-156 (10) Verse 16: 208-228 (21)
Verse 3: mm. 39-51 (13) Verse 12:156-171 (16) Verse 17: 228-243 (16)
Verse 4: mm. 51-59 (9) Verse 13: 172-177 (6) Verse 18: 244-249 (6)
Verse 5: mm. 60-62 (3) Verse 14:178-182 (5) Verse 19: 249-265 (7)
Verse 6: mm. 63-73 (11) Halleluja: 266-286 (21)
Verse 7: mm. 74-82 (14)
Verse 8: mm. 82-92 (11)
Verse 9: mm. 93-103(11)
Average: I: 9.5 measures per verse II: 12 measures per verse III: 15 measures 
per verse
The preceding Table also reveals that Praetorius’s verses are generally longer than 
Michael’s. The reasons for this disparity are not immediately obvious, but the 
implication is that his approach is much more text focused than is Michael’s, and that, in 
particular, he utilizes a much greater amount of text repetition. While a Table 
demonstrating Praetorius’ patterns of text use, similar to Table 4-E, would be too 
unwieldy to undertake here (there are portions, such as Verse 16, that contain as many as 
eleven repetitions of the same verse fragment!), there is no doubt that the repetition of 
text is a dominant procedure in his setting of Psalm 116. However, it is also not the most 
important determinant of form in the setting.
The aspect of Praetorius’ Psalm 116 setting that stands out as most striking is his 
deliberate inclusion of specific instrumental parts, in spite of GroBmann’s injunction to 
set the work exclusively for voices. His use of instruments, and the various groupings 
which are available to him given their inclusion, is the single most significant difference
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that separates his motet from that of Rogier Michael, and indeed, from those of all of the 
rest of the composers who contributed to Angst der Hollen. Clearly, his use of 
instruments - and by extension, textural contrasts - must be closely examined.
In his Ordinantz, Praetorius specifies that, where conditions permit, one can use 
three separate groups of performers: five solo voices (SATTB), which he labels voce; a 
full chorus that sings only in the sections marked tutti (which include not only all the 
voices, but all of the instruments as well); and, finally, an instrumental quintet, made up 
of one violin, three violas, and a violone. Praetorius exploits these textural possibilities by 
using different combinations for each of the three partes: the first part utilizes voce (solo 
voices alone), a “mixed” texture in which instruments replace specific vocal lines, and the 
tutti described above. The second part uses only the voce and tutti textures, while the third 
uses instruments grouped independently of the voices. We know this from Praetorius’s 
remarks in the Ordinantz that, in places where forte and piano dynamics are specifically 
indicated (an uncommon practice at this point in time), the passages marked piano 
(without exception, direct echoes of preceding forte passages) should be played by 
instruments alone8 . Rather than use a single dominant texture thoughout, Praetorius 
employs continual textural contrasts to create form. Some of the ways he does this are 
clarified in the following Table. (The internal double bar lines, indicating caesuras within 
the partes, are represented by double broken lines.)
8 Praetorius did not provide separate instrumental parts for his motet (or else GroBmann did not print 
them). Rather, the instrumental indications appear in the vocal part which they are to replace. The 
indication that instruments are to double voice parts in the passages marked Tutti, as well as that that they 
should play the passages marked piano on their own appear only in Praetorius’ Ordinantz, and are not 
otherwise marked in the partbooks. Those using the transcription made by W olff and Melamed should 
ignore all editorial (that is, bracketed) dynamic markings in that edition, in particular that which appears in 
the T2 part in measure 223 of Praetorius’ motet, since to follow it would result in a portion o f text being 
lost altogether. This was clearly not Praetorius’ intention, given that he does not mark this passage piano 
in the original T2 partbook.
115
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
Table 4-J: Praetorius Psalm 116 - Form 
Prima pars
Psalm______ Measure Meter________Texture_______Comments
Verse
1 1-10 3 Voce Solo voices a5
2 11-22 3 Tutti Tutti a5 with instruments
3 23-34 C Vocee S, A, T l soli + Viola and
4 34-37 C
Stromenti
Tutti
Violon
Choir a5 with instruments
37-42 c Voce Soli a5
5 43-45 c Vocee Constantly shifting vocal
6 46-56 c
stromenti
(6 « (6
and instrumental groups*
U  U  U
7 57-65 3/C Tutti All a5
8 65-75 c Vocee m. 68: A, Tl, T2, B
9 76-80 c
stromenti
Voce
m. 73: a5 
Soli a5
79-85 Tutti All a5
* The sequence of instrumental groups is:
mm. 43-46: S, Viola, T l, Viola, Violone 
mm. 46-50: Violin, Viola, T l, T2, Violone 
mm. 50-52: S, A, T l, Viola, B 
mm. 52-54: S, A, Viola, Viola, B 
mm. 54-56: S, Viola, T l, T2, Bass
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Secunda pars
Psalm______ Measure Meter________Texture_______ Comments
Verse
10 86-110
11 110-119
12 119-134
13 135-137 
138-140
14 141-143
143-145
C Voce
C Voce
3/C Tutti
C Voce
Tutti
C Voce
Tutti
mm.86-99: Imitation
mm.99-110:Expressive
harmony
mm. 110-113: S,A,T1, T2
mm. 113-116: A, T1,T2,B
mm. 116-119: Soli a5
mm.110-113 = 113-116
(transposed)
a5
T2 (119-123) = B (127-130)
Solo answered by Tutti
Same texture as verse 13 
(both cadence to C then to 
A)
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Tertia Pars
Psalm______ Measure Meter________Texture_______Comments
Verse
15 146-157 C Voce 8 imitative entries, then
homophony (echoes =
instruments)
16 157-160 C Tutti Paired imitation (echoes =
160-175 Voce instruments)
175-177 Tutti
17 177-189 3/C Voce Echoes = instruments
190-192 C Tutti
18 193-198 c Tutti Opening music same as
Verse 14 (Also same text)
19 198-211 c Voce
211-214 Tutti
Halleluja 215-231 3 Voce Sequence - circle of fifths
231-235 c Tutti (antiphony)
The following facts pertaining to form can be extracted from the above Table:
1) Praetorius takes advantage of the textural possibilities presented by these 
groupings by using different combinations performing forces for each of the three partes: 
the first pars utilizes voce (solo voices) alone, voce with specific vocal lines replaced by 
solo instruments, and tutti, which includes the solo singers, full choir, with all of the 
instruments doubling the vocal parts. The second pars uses only the voce and tutti 
textures, while in the third he adds to these the instruments grouped independently of the 
voices (the only time this occurs outside of the sinfoniae). This variation has the effect of 
giving each of the three vocal movements a distinctive sonority of its own, adding to the 
tripartite organization implied by his placement of an instrumental sinfonia before each of 
the vocal partes.
118
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
2) The interior double bar lines clearly play a formal role within the partes.
3) The two outer partes are similar in scale: both set two sections which are 
approximately equal in number of verses and total number of measures (part 1:4 verses, 
42 measures, and 5 verses, 43 measures; part 3: 3 verses, 47 measures and 2 verses + 
Halleluja, 43 measures), and thus serve as bookends to the motet as a whole.
Clearly, Praetorius uses variation of texture, coupled with the caesuras indicated 
by the double bar lines, as the principle determinants of the form of the piece. Praetorius’ 
use of instruments in this manner is not surprising, given his relationship with Heinrich 
Schutz, who was also in Dresden at the time of the GroBmann commission.,Schutz was, 
in those same years, writing his Psalmen Davids, the latter compositions of which utilize 
instruments in very similar ways. In light of their well-documented friendship, it is 
difficult to imagine Praetorius not being aware of these new compositions and using them 
as a model.
Despite Praetorius’s reliance on textural contrast to articulate form, he evidently 
felt that these alone could not provide sufficient formal structure, especially if the Psalm 
were to be performed by voices alone, without soloists or instruments. If these variations 
in texture are not present, any formal implications they may have are, perforce, similarly 
absent. Praetorius’s answer to such a problem comes in his use of cadences, illustrated in 
the following table9:
9 A formal cadence is defined as one containing two or more cadential clausulae (see Chapter 3), as well 
lengthening note values, and often accompanied by a general pause, or rests in all of the voices. Interrupted 
cadences are defined as cadences with one or more voice parts moving on before the cadential structure is 
complete.
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Table 4-K: Quality of Cadences at the Conclusions of Verses in Praetorius’ Motet 
Prima pars'.
Verse 1: formal cadence with general pause 
Verse 2: formal cadence with general pause 
Verse 3: formal cadence with general pause 
Verse 4: formal cadence with general pause 
Verse 5: formal cadence with general pause 
Verse 6: formal cadence with general pause 
Verse 7: formal cadence with general pause 
Verse 8: formal cadence with general pause 
Verse 9: formal cadence
Secunda pars'.
Verse 10: interrupted cadence 
Verse 11: formal cadence 
Verse 12: formal cadence 
Verse 13: formal cadence 
Verse 14: formal cadence
Tertia pars:
Verse 15: formal cadence with general pause
Verse 16: formal cadence
Verse 17: formal cadence
Verse 18: formal cadence
Verse 19: formal cadence
Halleluja: formal cadence
The table reveals that Praetorius prefers to utilize formal cadences between the verses of 
the text to create formal subsections. This preference is in stark contrast to Michael’s 
inter-verse cadences.
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Table 4-L: Quality of Cadences at the Conclusions of Verses in Michael’s Motet 
Prima pars’.
Verse 1: formal cadence
Verse 2: interrupted cadence
Verse 3: interrupted cadence
Verse 4: interrupted cadence
Verse 5: interrupted cadence
Verse 6: formal cadence with general pause
Verse 7: interrupted cadence
Verse 8: formal cadence with general pause
Verse 9: formal cadence
Secunda pars’.
Verse 10: interrupted cadence 
Verse 11: interrupted cadence 
Verse 12: interrupted cadence 
Verse 13: interrupted cadence 
Verse 14: interrupted cadence 
Verse 15: interrupted cadence 
Verse 16: interrupted cadence 
Verse 17: interrupted cadence 
Verse 18: interrupted cadence 
Verse 19: interrupted cadence 
Hallelnja: formal cadence
A comparison of the information contained in Tables 4-K and 4-L shows that these two 
composers employ fundamentally different approaches to structure. Michael avoids 
strong formal cadences because they interrupt the seamless musical flow. Conversely, 
Praetorius uses formal cadences to realize the structure of the psalm text itself as musical 
form.
121
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
The clear conclusion is that these two motets adopt fundamentally 
different approaches to the construction of musical form. Rogier Michael is concerned, 
above all, with textural cohesiveness, i.e. the avoidance of any discontinuity in the vocal 
texture. To avoid this, he uses a consistent, contrapuntal approach, even if it is not 
applied consistently throughout. He minimizes the cadence’s tendency to create breaks in 
the texture by eliding the beginnings of the new text/music with the end of the old. 
Praetorius is more concerned with creating a texture derived from the text. To that end, he 
uses formal cadences with clearly notated breaks (rests) to articulate the boundaries 
between the verses. To compensate for these persistent disruptions of the texture, he 
creates a form based upon the calculated differences between textures. In this approach, 
he reveals his fascination with and awareness of the relatively new (to Germany) 
concerted approach to composition. This fundamental disagreement, however, 
camouflages a much more important fundamental similarity: that of unfailing consistency 
of approach. While each composer chooses a different procedural foundation upon which 
to build his motet, each also applies his chosen method absolutely scrupulously 
throughout. It is, above all, this unfailing consistency that provides the structure upon 
which the success of each motet rests.
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CHAPTERS
Conclusion
Having completed our examination of the important anthology Angst der Hollen 
und Friede der Seelen, our final task is to assess the position of this collection, 
stylistically speaking, compared with similar psalm settings of the years immediately 
surrounding 1620. There can be no question that these years represent a major transition 
in the compositional styles used in German sacred music, a transition to which this 
collection is witness. The treatments of both mode and text point conclusively to a shift 
from the linear modal style of the Renaissance, to the vertically oriented, text-driven style 
of the Baroque. Within this continuum, Angst der Hollen, progressive though some its 
characteristics might be, demonstrates a stronger connection to the sacred vocal styles of 
the 16th century than towards more modem styles; this orientation is especially 
significant when its motets are compared to psalm settings published around the same 
time.
An examination of similar psalm settings, both by the composers of Angst der 
Hollen, and by others from the same region, including motets by Rogier Michael, Heinrich 
Schutz, Melchior Franck, Tobias Michael, Michael Altenburg, Melchior Vulpius, 
Leonhard Lechner, Hans Leo Hassler, Michael Praetorius, and others, reveals a broad 
spectrum of compositional styles at work in the years 1615 to 1635. In particular, the 
works of all of these composers show a characteristic stylistic shift towards a more 
Baroque aesthetic, including predominantly homophonic writing, with only occasional, 
short polyphonic passages; a dearth of imitative polyphony; and the almost universal use 
of multiple choruses (the most common being two four- or five-part choirs), as well as
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solo and ripieno passages; in the non-Angst der Hollen works of Franck1, Schutz2, and 
Tobias Michael3 we see the persistent inclusion of basso continuo. However, this modem 
bent is not universal. There is still a characteristic regard for modal parameters, with few 
cadences to unusual tones, and the careful observation of modal ambitus in each voice; 
dissonance, even outside of cadential structures, continues to be carefully controlled and 
reserved for the support of key textual imagery. There are also examples, as in Tobias 
Michael’s Musicalischen Seelenlust (1634), of melismas and madrigalian figures to 
highlight and “paint” the text, though these are admittedly used sparingly. Ultimately, 
while these other settings contain characteristics of both the 17th century and the 16th 
century styles, overall their Baroque characteristics tend to outweigh those of the 
Renaissance.
While Angst der Hollen shows a similar mix of styles, it differs from other works 
of the time in that in it, the Renaissance style takes precedence over the Baroque. This is 
particularly true if one omits the most unconventional (and disjointed) settings such as 
those of Gensreff and Daniel Michael (who, as we noted earlier, were not composers 
either by profession or avocation). Such unanimity of conservatism requires some 
explanation: why is the collection so old-fashioned?
There are several possible answers to the above question, many or all of which 
may have played a part in the compositional choices made by Angst der Hollen's 
contributors. However, these answers must, perforce, remain speculative, since it is 
impossible to know what may have been going on in the minds of the composers as they 
sat down to their task. The most obvious explanation, put forward by Christoph Wolff,
1 Franck, Melchior. Paradisus Musicus. Coburg: 1634.
2 Schiitz, Heinrich. Psalmen Davids. Dresden: 1619.
3 Michael, Tobias. Musicalische Seelenlust. Leipzig: 1634.
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is that several of the contributors were in the twilight of their careers, and that many of 
the rest of them were somewhat provincial in their thinking. The first assertion may have 
some truth to it - though not much, to be sure, since some of the most forward-thinking 
motets were composed by some of the oldest composers, including Michael Praetorius 
and Rogier Michael, and some of the most conservative by some of the youngest 
composers, such as Christian Michael and Andreas Finold. However, the second assertion 
falls apart completely when one considers that, as we just noted, the most radical (though 
not the most structured) motets were composed by the two contributors with the least 
extensive musical education and experience. Furthermore we saw in previous chapters 
that several of the more experienced and creative composers, for instance Schutz, are 
much more traditional in their approaches. While it is true that there are motets which are 
far more conservative even than that of Schutz, most of those are also by more 
experienced composers, including Christoph Demantius, Melchior Franck, and Michael 
Altenburg. While it is clear that while some of Angst der Hollen'§ lesser-known 
composers may not have had the expertise of the men who considered composition to be 
their calling, the majority were nevertheless well educated, and counted among their 
mentors some of the great teachers of their time (such as Rogier Michael). In light of this, 
it seems ill-advised to dismiss them as incompetent, particularly in those cases in which 
this represents the only work by which they can be judged.
Another possibility,and one that appears to be much more likely, is that some of 
the lesser-known, less experienced composers may not have known how to write a more 
modem setting within the parameters of the commission itself, and that the more 
experienced among them recognized that to do so would not yield a viable product. While 
it is true that Praetorius flouted this requirement, he was virtually the only composer who
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could have, or would have dared to do so, by dint of his advanced age and his prominence 
as a composer and theorist. Apart from him, however, most of the composers would 
probably not have considered going against the parameters of the request from Grofimann.
It is also possible that the composers who submitted pieces to GroBmann may 
have been reluctant to use more modem techniques in a collection of such importance. It 
was likely clear from the outset, given Grofimann’s wealth and renown, that Angst der 
Hollen was going to be a well recognized and long-lasting collection. Such an attitude of 
restraint is supported by the collection’s inclusion of motets by lesser-known and less 
experienced composers; they may not have relished (or been up to) the difficult task of 
setting such a long and unwieldy text, but surely felt themselves unable to turn down a 
request from a man of such influence. Specifically, this may explain Gensreffs 
abbreviated setting, as well as his terse comment at the conclusion of his motet. The 
potential prestige of association with a collection of such influential and important 
composers may have led some to try to compose a motet indicative in the best, most 
distinctively German style.
Finally, the most likely determinant of style is the text itself - it is clear from this 
analysis that all of the composers were challenged by length and syntactic challenges of 
the required Psalm text. Such a text did not lend itself to pushing boundaries; they may 
have believed that their only hope of creating a coherent setting would lie in the traditional 
subdivision of the long text into more manageable lengths. This tendency towards a more 
old-fashioned approach to setting a sacred text was neither arbitrary, nor capricious. The 
circumstances of the commission forced them all towards a carefully calculated approach 
to setting the assigned text.
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Despite the problems posed by the text, this group of composers did come up 
with a myriad of different approaches. Despite this, the sixteen motets present an array 
of styles that is characteristic of similar collections of that era. Our analysis produced 
evidence of both modal and pre-tonal influences, but the latter is less prominent than the 
former. With only two exceptions - Schtitz and Praetorius - the composers of these 
motets does exactly what one would expect a person of his age and education to do; 
despite the overlap in styles, each motet is recognizable as being the work of a different 
individual -no one in their right minds would ever assume, glancing at the collection, that it 
was the work of a single composer, unless they also assumed that that composer had 
multiple active personalities!
Even the two exceptions noted above make sense when carefully considered. 
Praetorius, the second oldest composer (after Rogier Michael) had more exposure to 
Italian styles than anyone save Schutz; this familiarity (second-hand though it may have 
been) is made clear by the treatise Syntagma Musicum, in which Praetorius desribes the 
Italian style in detail. His exposure to this modem style (enhanced by his close 
relationship with Schutz), and his conviction, stated in the Ordinantz which he included 
with his work, that this motet would be his last, go a long way towards explaining the 
progressive and singular approach he takes. A similar attitude is found in Schutz, who 
was experienced enough in the politics of the musical courts to realize not only how and 
by whom the collection would be viewed (important considerations for a young 
composer), but also the dangers implicit in the setting of such a difficult and lengthy text. 
Too radical an approach might be seen as a negative by prospective employers who were 
typically looking for a Kapelleister who would continue a majestic tradition that would 
reflect positively on the power and perspicacity of the patron. There was also the
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undeniable fact that the more modem Baroque style, with its isolation of individual voices 
and tendency to stretch the parameters of the mode, often necessitated some kind of 
instrumental underpinning to support it, and that this kind of instrumental participation 
was expressly forbidden by the commission and not readily available in many German 
courts (certainly not a trait liable to make this collection or its composers “hot 
commodities”!). Added to the fact that the commission prohibited the use of extra, 
independant scaffolding (though clearly colla parte writing was a possibility), it is hardly 
surprising that few of the composers ventured into a style of composition that might 
require it.
The final question that examination of a collection of this type brings to mind is 
whether or not Angst der Hollen was conceived as a usable performance collection, that is, 
would many churches or courts have found it worth their while to aquire the collection for 
their own use. This question begs an even more fundamental one; to what extent was 
GroBmann’s publication ever conceived as a commercial venture? The answer to both 
questions is negative since the print isn’t found in the inventories of many churches or 
courts. The church year doesn’t require many settings of Psalm 116, and in those 
circumstances where such a psalm setting was needed, there were many other more 
congenial psalms of Thanksgiving available. The publication date, falling near the 
beginning of the Thirty Years War (1619-1648), does not portend wide use; after all, this 
was a time when instruments and large choirs were becoming harder to assemble (given 
that most of the men who would have participated were away fighting). Given this 
disadvantageous timing of the collection’s release and its lack of practical usage, it is not 
surprising that few people or churches that were not required to went out of their way to
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aquire a copy of the full set of part books.
As noted in the introductory chapter, Angst der Hollen und Friede der Seelen is 
significant for a number of reason. These include the close relationships between the 
contributors, the time of the composition and compilation of the works, the short period 
of time which elapsed between the commission and the publication, and the narrow 
geographical area in which the contributors lived and worked. While it is true that these 
factors make Angst der Hollen a collection virtually unique in the history of sacred music, 
its greater significance stems more from the music it contains than from the factors that 
played a role in its genesis. Above all, the collection presents us with an opportunity to 
compare works of varying strengths that share some commonalities. From the intersection 
of these two consideration comes a sense of what techniques were fundamental to the 
composition of a successful sacred motet at this moment in time. The single most 
important feature of this anthology as an historical document is the consistency of 
approach that was forced upon its contributors. As we saw in our examination of the 
motets of Rogier Michael and Michael Praetorius in Chapter 4, the connecting thread 
between the two settings, different though they are in many ways, is their adherence to a 
single, basic method of creating an organized structure. This fundamental similarity is 
what separates the stronger works in Angst der Hollen from its weakest works, a fact 
made only more apparent when one compares the setting of Rogier Michael to that of his 
son Daniel. While Rogier applies the technique of voice pairings throughout his motet, 
Daniel initially tries (and subsequently abandons) adding new structural detail with each 
new part - i.e. the repetition of verse 4 by the Soprano 2 voice through all of the prima 
pars, or imitation between voices in the secunda pars. His inability to make this
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multiplicity of approach cohere weakens the motet to the point where it is not a 
successful work of art.
The collection portrays a transient moment in the development of the German 
sacred vocal style, a moment in which the slow shift from mode to key was still in its 
infancy, though the signs of the changes to come - and the circumstances which 
necessitated it - are certainly visible. Despite this, the traditional modal formulas, melodic 
and cadential, are strongly in evidence. These motets show the influence of die Italian 
secular style of composition, such as hints of polychoral styles, extreme madrigalisms, 
and textural variations, but for the most part have yet to to submit completely to the 
hegemony of absolutely text-driven composition. The collection of psalm settings which 
Burckhardt Grofimann intended to stand as a tribute of praise and thanksgiving to God 
became, in addition, a testament to the compositional skills and interests of its 
contributors, and provides us with a glimpse into the compositional minds of a key 
transitional era almost four centuries ago.
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